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“Figaro ... . Sesto Bruscantini © Don Basilio. . Hugues Cuenod 
Susanna. . . . Graziella Sciutti The Countess . Sena Jurinac 
Bartolo . . . . Tan Wallace Antonio. . . . Gwyn Griffiths 
Marcellina . . Monica Sinclair Barbarina. . . Jeanette Sinclair 

: Cherubino. . . Risé Stevens Don Curzio . . Daniel McCoshan 

Ai Gount Almaviva Franco Calabrese 


The Glyndebourne Festival Orchestra and 
The Glyndebourne Festival Chorus. Chorus Master: Peter Gellhorn. 


. a 8 4 
Conducted by Vittorio Gui 
Producer: €arl Ebert. Head of Music Staff: Jani Strasser. 
ALPS 1312 SINGLE SIDE. ALP 1313-1315. 


i These records ate supplied in a specially designed Presentation Box (at no extra charge) 
| with illustrated-cover and analytical notes. 


Excerpts from Samson et Dalila —saint-saers 


JAN PEERCE - RISE STEVENS - ROBERT MERRILL 


with members of the N.B.C. Symphony Orchestra and the 
Robert Shaw Chorale. Conductor: LEOPOLD STOKOWSKI 


Arrétez, 6 mes fréres!; Printemps qui commence (Act 1). Amour! viens 

aider ma faiblesse! Se pourrait-il (C’est tc’); Mon coeur s’ouvre a ta voix 

(Act 2). Vois ma misére; Bacchanale; Gloire 4 Dagon vainqueur! (Act 3). 
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A Charming Ballet Record 


THE PHILHARMONIA ORCHESTRA 


conducted by CHARLES MACKERRAS 
‘The Lady and the Fool”—Verdt-Mackerras 


CLP 1059 


Strauss Polkas and Waldteufel Waltzes 


BOSTON PROMENADE ORCHESTRA ' 


conducted by ARTHUR FIEDLER 
Estudiantina; Espafia; ‘Tres jolie—Waldteufel 
Brautschau; Furioso; Polka from “ Ritter Pasman”’; 
“Fledermaus”; Im Krapfenwaldl; Im Sturmschritt — 


Johann Strauss 2nd 
CLP 1065 
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Brahms Sonatas for Violin and Piano 


GIOCONDA DE VITO and EDWIN FISCHER 
Sonatas Op. 78 and Op. 108 = arp 1282 


One of the finest ’cello concertos, finely recorded 


PAUL TORTELIER 
THE PHILHARMONIA ORCHESTRA 


conducted by SIR MALCOLM SARGENT 
Concerto in B Minor, Op. 104— Dvorak arp 1306 
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mx THE LONDON MOZART PLAYERS br 
| conducted by HARRY BLECH 
Symphony No. 34 in C, K.338 
Symphony No. 36 in C, K.425 (“Linz”)—Mozart CLP 1063 : 
A 
SOLONON 
THE PHILHARMONIA ORCHESTRA ) 
= conducted by HERBERT MENGES | | 


Concerto No. 24 in C Minor, K.491 
Concerto No. 23 in A, K.488—Mozart ALP 1316 yy) 
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“YOUNG FATS WALLER” “MR. MUSIC” 
Early Piano Solos Al Cohn « nis orchestra 


Numb fumblin’ ; Move; 

Love me or leave me; Something for Liza; 
Sweet Savannah Sue; La Ronde de l’amour; 
Valentine Stomp; Breakfast with Joe; 
I’ve got a feeling I’m falling; Count every star; 
Smashing thirds; This reminds me of you; 
Baby! Oh where can you be?; * Cohn my way 

My feelin’s are hurt; DLP 1107 

Turn on the heat; Goin’ about 


DLP IIII 


exchange 
your record 





‘* MEZZROW-LADNIER ”” 


Mezz Mezzrow @ His oRCHESTRA 
Comin’ on with the come on; Revolutionary Blues 


Mezzrow-Ladnier Quintet 


If you see me comin’; Royal Garden Blues; 
Gettin’ together; Everybody loves my baby; 
I ain’t gonna give nobody none 0’ this jelly roll 


Tommy Ladnier & orchestra 


Weary Blues; Really the Blues 
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But the choral recording is much less 
successful. The choir sounds rather dim 
and distant in both pieces, while in Philomela 
(for tenor and women’s voices) Alexander 
Young sounds further away still, and there 
is some pitch-wavering at the end. April is 
the more interesting of these two com- 
positions; both show why Balfour 
Gardiner’s part-songs are still in demand 
by choral societies. A.P. 


HEROLD. “ Zampa’” Overture. 

NICOLAI. “The Merry Wives of 
Windsor” Overture. Philhar- 
monia Orchestra conducted by 
Paul Kletzki. Columbia SEL1541 
(7 in., 16s. 84d.). 

Kletzki persuades the Philharmonia into 
their best for the performance of these two 
breadwinning overtures. The slower-footed 
sections of Zampa are phrased most beauti- 
fully ; the piece springs to life. The Nicolai 
enjoys a most splendid climax, and is helped 
towards it here and there by an entirely 
successful subordination of the letter of the 
score to the spirit of dramatic effectiveness. 
As the recording is also in the top class, this 
must be one of the happiest pairings of 
popular overtures available. M.M. 


GOULD. 
(piano), 


Interplay. Cor de Groot 
Hague Philharmonic 
Orchestra conducted by Willem 
van Otterloo. Spirituals. Hague 
Philharmonic Orchestra conducted 
by Willem van Otterloo. Philips 
NBR6029 (10 in., 25s. gd.). 


Spirituals : 
Minneapolis S.O., Dorati (6/54) MG50016 


The Interplay, in the absence of factual 
information, may reasonably be read as 
being that of piano and orchestra, or as 
that of the idioms of concert and popular 
music: for here Gould succeeds in bridging 
that peculiarly treacherous gulf as effectively 
as has ever been done. One recipe for a 
success, perhaps, was to reject the unanimous 
advice of celluloid composers and not make 
it a concerto ; the concert style is not here 
allowed to do its worst in the way of solo 
display, or even its next to worst. There 
are, however, four  classically-balanced 
movements bearing the legends With drive and 
vigour, Gavotte, Blues and Very fast with verve 
and gusto: an intriguing opening move- 
ment, a semi-scherzo during which the plain 
musical quality probably reaches its highest 
point, a comparatively dull slow move- 
ment, and a finale owing something to an 
earlier symphony known as Bugle Call Rag ; 
owing something also (like the finale of the 
Spirituals) to the boogie idiom: and any 
composer who can make silk out of that 
particular sow’s ear is indeed a genius. 

Gould’s work as a whole represents the 
best in musical skil] and invention brought 
to bear by a mind steeped in the popular 
style: it makes very good listening. Cor de 
Groot and the Hague Philharmonic play 
deftly; nothing seems to daunt the 
orchestra, though plenty certainly might, 
and the percussion even sounds at ease. 

The Spirituals, a five-movement suite on 
the reverse, are familiar from the earlier 
Mercury version ; I discussed the work at 
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some length in that original review. In the 
new version the Dutch orchestra play as 
well as on the reverse, but the American 
orchestra, playing at least as well, have the 
great advantage (in this music) of an 
explosively good quality of recording from 
Mercury. The Philips is by normal 
standards well enough recorded ; but the 
Dutch brass, kept rather in the background, 
are made to appear half-hearted alongside 
the American. And, while seemingly half- 
hearted brass sections may often be prefer- 
able to over-enthusiastic ones, that is not 


the case, I think, in Morton Gould. M.M. 


KODALY. Galanta Dances. 

SIBELIUS. Intermezzo; Alla marcia 
—Nos. 1 and 3 of “ Karelia Suite’. 
Musette—No. 2 of “ King Christian 
II”’ Suite, Op. 27. Valse Triste, 
from Incidental Music to “*‘ Kuolema ” 
Op. 44. London Philharmonic 
Orchestra conducted by Basil 
Cameron. H.M.V. DLPrtoo (10 in., 
26s. 5d.). 

The pieces from different sets of incidental 
music by Sibelius all get lively performances, 
the two very popular pieces from Karelia, 
the attractive Musette from King Christian IT, 
and that old war-horse, the Valse Triste, in 
anything but a war-horsey performance. 

Kodaly’s Galanta Dances are also vividly 
done. One reservation, based on the old 
maxim that a slower tempo, giving playing 
that is both rhythmic and clear, often sounds 
faster than a quick tempo, is that speeds 
slightly less pushed might give even better 
results here and there in this present per- 
formance. And there seems to me to be 
some lack of really soft playing, but this I 
would attribute largely to the recording. 
It is excellent, but woodwind, in particular, 
are liable to be brought to the front of the 
platform. 

My general impression, however, is that 
this is all done with vigour and life and the 
disc should be popular. T.H. 


MOZART. Overtures—Idomeneo; Il 
Seraglio; The Marriage of Figaro; 
Don Giovanni; Cosi fan tutte; The 
Impresario; Titus; The Magic 
Flute. Berlin Philharmonic 
Orchestra conducted by Fritz 
Lehmann. D.G.G. DGMr18o091 
(12 in., 39s. 74d.). 

All Mozart’s best overtures are included 
in this record, and the intention seems to 
have been to place them chronologically 
(though The Impresario should have come 
rather earlier in the batting order). This 
results in side one having three out of four 
overtures in the key of D, while side two 
has three consecutive pieces in C major. 
This is not perhaps a matter of much 
importance for no one but a _ reviewer is 
likely to play this record straight through 
from beginning to end. But to do so is to be 
struck by the wonderfully high standard 
Mozart preserves in his overtures. There’s 
not a weak patch in any of them. In Don 
Giovanni the conductor manages the transi- 
tion from slow introduction to molto allegro 
without appearing to change the beat at all, 
one bar of the molto allegro exactly equalling 
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one crotchet of the andante. The Il Seraglio 
overture gives the second violins a chance 
to show off their technique, and they 
emerge from the ordeal with flying colours ; 
at the speed adopted on this disc their part 
is far from easy. The ‘* Turkish” per- 
cussion instruments in this overture are 
recorded with unusual clarity ; I do not 
remember such realistic cymbals and triange 
on any other recording. In Cosi fan tutte it 
is the woodwind that are tested, and they 
too do splendidly ; the speed is very fast 
indeed, perhaps a shade too fast, just as 
The Impresario overture is surely taken too 
slowly ; after all, it is marked presto. This 
last is a beautiful little overture, and so for 
that matter is 7itus, with its Beethoven-like 
development and unexpected construction : 
the second subject is recapitulated before 
the first. In the Magic Flute overture the 
balance is unusually successful ; Lehmann 
manages to restrain his string section so 
that the woodwind solos are really clear. 
The playing all through this disc is just 
what Mozart playing should be. A small 
string band is used ; ensemble and balance 
are both very good indeed, and so is the 
recording itself. A most successful record. 


R.F. 


MOZART. Concerto No. 23 in A major, 
K.488. Concerto No. 24 in C minor, 
K.491. Solomon (piano), Philhar- 
monia Orchestra conducted by 
Herbert Menges. H.M.V. ALP1316 
(12 in., 39s. 74d.). 

Coupled as above : 


Curzon, L.S.O., Krips (4/54) LXT2867 
Concerto No. 23: 


Gieseking, Philharmonia, Karajan 


(12/53) 33€1012 
Kraus, V.S.O., Moralt (1/54) PL6890 
Matthews, Philharmonia, Schwarz 


(11/54) 33S1039 
Thyssens-Valentin, Salzburg S O., Paumgartner 
D 


TL93057 
Concerto No. 24: 


Badura-Skoda, V.S.O., Prohaska 

(2/54) WLP5097 
Kraus, V.S.O. Moralt (5/54) PL6880 
Casadesus, Orch., Szell (8/55) ABL3060 


There is no need for any comparison, for 
these two performances are the first satis- 
factory ones of the concertos that have 
appeared on LP ; the various drawbacks to 
the earlier issues have been amply pointed 
out in the reviews listed above, and there 
can be no reasonable doubt that they are 
now outclassed. 

The A major, indeed, is given the best 
performance that I have ever heard of it, 
on records or off. Not every one of the notes 
in some of the more brilliant passage work is 
always quite distinctly audible ; this is the 
only thing one might deem a fault. But in 
the outer movements Solomon is shapely 
and elegant, drawing “breath” in his 
phrases most beautifully, and preserving a 
finely graded melodic line. In the Adagio 
he holds the melody singing through the 
enormous slow curves and loops, from high 
treble to low bass, which Mozart has 


plotted for it. He uses Mozart’s own sketch 


for a cadenza in the first movement, which 
is probably the most satisfactory thing to do. 

The Philharmonia’s contribution is full- 
toned (but not too juicy) playing, very 
well graded and controlled. The woodwind 
is bright and forward, but the balance 
between piano and orchestra is cleverly 
managed. 


dD 
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Solomon does not seem much impressed 
by the Sturm und Drang aspects of the 
C minor Concerto, but although he does 
not play stormily, his conception is on a big 
scale. His fine rhythmic control makes for a 
particularly successful Larghetto; his 
shapely enunciation of the main theme 
enables one to appreciate the subtle ways 
in which Mozart has each time varied the 
utterances. He uses Beethoven’s cadenzas. 

If I say little about Herbert Menges’s 
share in all this, it is because the effect 
(despite the full orchestral tone) is of 
chamber music, and the interpretation of all 
concerned is dominated by that of the 
pianist. Which is as it should be. 

The recording, on both sides, is first rate. 
In fact, from every point of view a most 
recommendable issue. A.P. 


MOZART. Symphony No. 34 in C 
major, K.338. Symphony No. 36 
in C major, K.425, * Linz’. Lon- 
don Mozart Players conducted by 
Harry Blech. H.M.V. CLP1063 
(12 in., 33s. 114d.). 


Symphony No. 34: 
Suisse, Maag 


Chicago $.0.. Kubelik (5/55) (H)ALP1239 
Berlin P.O., Markevitch 


(10/55) DGM18176 
Symphony No. 3 


6: 
V.P.O., Boehm (4/51) LXT2558 or LXT2562 
Berlin Chamber Orch., von Benda 
(7/55) LGX60020 
R.P.O., Beecham (11/55) ABL3067 


After saying last November that Beecham 
had given us an incomparable performance of 
the Linz, | must now say that this new 
version must certainly be considered with it. 
Or considered against it, perhaps, for the 
two are very different and the differences 
are not the sort that can be labelled good 
and bad, as matters of fact, but are of the 
kind that can only be judged according to 
your taste. But each performance in its 
own way is in the first class. 

The first difference is in size of orchestra. 
Beecham’s string sound is of a largish body, 
whereas Blech’s is of chamber orchestral 
proportions, of course. Care is taken in 
Beecham’s recording to let oboes and 
bassoons through at all important places 
but in Blech’s version one hears them more 
effortlessly in the general ensemble. There 
is such a basic difference of sound that those 
with strong views on this point will at once 
be swayed one way or the other. 

Then there is a big difference in speeds, 
Beecham’s being consistently a great deal 
slower than Blech’s. A choice here can 
only be a matter of personal taste, but if 
you are trying both, do play Beecham first, 
for it is always unfair to a slow speed to 
play it with your ears full of a quick one— 
the slow will tend to sound dull when it 
may well not be, and certainly is not with 
Beecham. If you think that the modern 
tendency is to play Haydn and Mozart 
over-fast, then you will probably prefer 
Beecham’s first movement. (The marking 
is allegro spiritoso, the second word, surely, 
not affecting the speed as much as suggest- 
ing the mood.) And if you want the 
solemnity of the slow movement brought 
out, your choice will be the same—Blech’s 
is a much more lightly flowing poco adagio. 
In the last two movements Blech’s outlook 
really comes into its own, with a Minuet of 


(10/51) LXT2614 
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irresistibly dancing rhythm and a Finale 
where Mozart’s presto surely allows the 
advice given, I remember, for playing 
scales for Associated Board piano examina- 
tions—“‘ as fast as is compatible with 
clarity’. When the playing is as deft and 
polished as it is from Blech’s players there 
can be no complaint. 

A third difference that will influence 
choice is the coupling, of course: whether 
you want a Haffner with it (Beecham) or 
the Symphony No. 34 as recorded here. 

The performance of this symphony, 
No. 34, is to be compared most obviously 
with the recent one by Markevitch, for 
both insert a Minuet (K.409) to bring 
Mozart’s three movements up to the usual 
four, an excellent suggestion of Einstein’s. 
Markevitch gets more humour into the 
playing of the first movement. I don’t 
know that humour is the right word, but 
one feels that there is a slight smile on the 
conductor’s face which is also in the music. 
Blech, however, plays it very well and I 
definitely prefer his slightly slower speed for 
the beautiful slow movement. The inserted 
Minuet and the vivacious Finale are first 
rate in both versions. If the present 
coupling suits you, then you will find the 
new disc a delight. But if you cannot 
resist Beecham’s Haffner, then you will have 
to hear them both and let personal taste 
decide. Or buy them both and go short 
on the housekeeping ! T.H. 


PROKOFIEV. Chout—Ballet Suite, 
Op. 21. Lieutenant Kijé—Sym- 
phonic Suite, Op. 60. Paris 


Philharmonic Orchestra conducted 
by Jascha Horenstein. Vox PL9180 
(12 in., 39s. 74d.). 

Chout : 


St. Louis S.O., Golschmann (9/54) CTL7062 
Lieutenant Kije : 


French Rad. Orch., Desormiere (8/52) CTL7017 
V.S.O., Scherchen (10/53) WLP5091 
The ballet Chout, the earlier of these two 
works, was composed in 1915 but not 
produced until 1921, when Diaghilev gave 
it in Paris. It is a somewhat typical ballet 
tale of a Buffoon and his wife and of a trick 
played on other buffoons: of how the 
Buffoon, to escape the others’ anger, dis- 
guises himself as a woman, only to find 
himself having to “‘marry”’ a rich merchant, 
and of how he escapes by a bizarre trick 
with a goat. (If that all sounds quite 
incomprehensible, no doubt the sleeve-note 
will elucidate what I have only sketched, in 
order to give some idea what sort of thing 
this is). A quaint story and quaint music 
to fit it, some of it of great imagination. 
Lieutenant Kijé, a suite taken from inci- 
dental music to a film, comes much later. 
Kijé was a wholly imaginary officer of the 
Russian Army, brought about by a mistake 
of the Czar who misread a military report 
and got the name firmly fixed in his head : 
and since the Czar could not be contra- 
dicted, officials had to continue to invent 
details of the affairs of the imaginary Kijé. 
This charming idea, with its comic possi- 
bilities, was made into a film for which 
Prokofiev wrote equally delightful music. 
Now for performance and _ recording. 
The two versions of Chout sound very 
different ; the earlier is gentler, clearer and 
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very stylish, while the new 1s inclined to . 
noisy, not nearly so clear and a good de.ii 
less stylish. It was Toscanini who said, wit); 
disarming simplicity, that the art of con- 
ducting lay in “* bringing out the tunes ”, 
(He might have put it more exactly as in 
“keeping down the accompaniment ”’, for 
it is the accompaniment that tends to get 
too loud, rather than that tune-players don’t 
play out enough—you seldom need to 
encourage anyone who has a tune to play !). 
Golschmann appreciates this far more than 
Horenstein does. How much he is also 
helped by his recorders I don’t know, but 
the result is that far more understandable 
sense is made of the music, especially if you 
have no score. Many of the pieces in this 
suite are also presented with an imagination 
for orchestral sound that Horenstein does 
not show. 

It might be argued that Golschmann’s 
performance is too refined and lacking in 
gusto. I can only say that I prefer his work 
by a long way, for Prokofiev’s tunes want 
tremendous style and the often heavy 
orchestration does want sorting out. 


The new Chout is absolutely complete, 
which the older isn’t quite. But, as M.M, 
remarked in his review of September, 1954. 
the whole is not an entity that must be 
taken or left, while I would go further and 
say that the Suite benefits by some cutting. 

The new performance of Lieutenant Kijé 
does not swing my choice in favour of this 
disc. It is certainly the best recorded of all, 
for the Capitol does not rival it in brilliance, 
while the Nixa, vivid as it is, tends to be 
over-shrill and has a percussion player with 
out-size cymbals. 

In performance Horenstein falls a good 
deal behind. The opening march is far too 
fast and, worse, is hurried. The Wedding, 
too, is played too quickly. Variations of 
speed indicated by the composer are not 
always followed. Style, in fact, is again 
missing. My choice for this work is 
certainly Scherchen, for the touch of 
shrillness can be dealt with, even if a little 
brilliance is lost, and the performance itself 
is just right. 

It may be helpful to add that the Capitol 
Chout is backed by Falla’s Three Cornered Hat 
dances less successful, according to M.M.) 
and the Nixa Lieutenant Kijé by the same 
composer’s Scythian Suite. Further, that 
miniature scores of both the present works 
can be had from Boosey and Hawkes. (A 
score is hardly necessary to enjoy Azjé but 
is invaluable for the far more complex 


Chout.) T.H. 


RACHMANINOV. Piano Concerto 
No. in D minor, Op. 30. 
Emil Gilels (piano), Orchestre 


de la Société des Concerts du 
Conservatoire conducted by André 
Cluytens. Columbia 33CX1323 
(12 in., 39s. 74d.). 

Lympany, New S.O., Collins (8/52) LX T2701 
Horowitz, R.C.A.S. O., Reiner (12/52) (H)ALP1017 


Malcuzynski, Philharmonia, Kletzki 
(7/54) 33CX1161 


Gilels gives a most beautiful performance 
of this concerto, with every note in place 
and every phrase with a shape. Technically 
and artistically the playing of his solo part 
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Delius 





- Beecham| 


SEA DRIFT 


Bruce Boyce (Baritone) and 


The B.B.C. Chorus 


PARIS CThe Song of a Great City) 
RECORDED UNDER THE 


AUSPICES OF THE DELIUS TRUST 
Royal Philharmonic Orchestra 
Conductor : 


Sir Thomas Beecham, Bart. 


ABL 3088 a2” Read 


Ais 3 





During 1956 some of Delius’ hitherto 
unrecorded music will be 
recorded by Sir Thomas and the R.P.O. 
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Special Release 

MASS in C MINOR, K.427 

Theresa Stich-Randall—soprano 

Hildegard Réssl-Majdan— 
mezzo-soprano 

Waldemar Kmentt—tenor 

Walter Ranniger—baritone 

The Vienna Chamber Choir 

The “‘Wiener Symphoniker”’ 

Conducted by RUDOLF MORALT 

ABR 4043/44 (10° Red) 











Already released featuring the world-famous 
*“‘Wiener Symphoniker’’ (The Vienna 
Symphony Orchestra) 

DON GIOVANNI, K.527 

Ludwig Weber « Sena Jurinac 

Walter Berry - Hilde Zadek 

George London « Graziella Sciutti 
Leopold Simoneau Eberhard Wachter 
The Vienna Chamber Choir 

Conductor and Continuo— 

Dr. Rudolf Moralt 


} ABL 3069/70/71 | «2° Rea) 




















BASTIEN UND BASTIENNE, K.50 
Ilse Hollweg (soprano) 

Waldemar Kmentt (tenor) 

Walter Berry (bass) 
Conductor—John Pritchard 


ABL 3010 | «2° Red) 
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MASONIC MUSIC 

Cantata—Dir, Seele Des Weltals, K.429 
Die Maurerfreude, K.471 

Masonic Funeral Music, K.477 

Eine Kleine Freimaurerkantate, K.623 

Rudolf Christ (tenor) 

Erich Majkut (tenor) 

Walter Berry (bass) 

The Vienna Chamber Choir 

Conductor—Bernhard Paumgartner 


| ABL 3022 (12” Red) 


EINE KLEINE NACHTMUSIK, K.525 
SERENATA NOTTURNA, K.239 
Conductor—Rudolf Moralt 


ABR 4018 | 10’ Red) 


VIOLIN CONCERTO IN G, K.216 
VIOLIN CONCERTO IN D, K.218 
Soloist: Arthur Grumiaux 
Conductor—Rudolf Moralt 


ABL 3040 | (12’ Red) 


FLUTE CONCERTO IN G, K.313 
FLUTE CONCERTO IN D, K.314 
Soloist: Hubert Barwahser 
Conductor—John Pritchard 


ABL 3059 | 12’ Red) 








CASSATION IN G, K.638 
CASSATION IN B FLAT, K.99 
Conductor—Paul Sacher 


ABR 4010 | «10” Red) 


CLARINET CONCERTO IN A, K.622 
Soloist: Richard Schénhofer 
Conductor: Bernhard Paumgartner 


| ABR 4033 | «o’ Rea) 








VIOLIN SONATA IN D, K.306 | 

VIOLIN SONATA IN E FLAT, K.481 

The Amsterdam Duo 

Nap de Klin (violin) 

Alice Heksch (Mozart piano) 
ABR 4028 | (10° Red) 


It is intended to release further 
records in this series throughout 1956. 
It is not the aim of this edition to 
provide a ‘‘complete”’ collection, but to 
throw light on as many facets of 
Mozart’s genius as possible by 
including every genre of his 
compositions relating to all the 
important periods of his life. Many of 
these recordings are being made 

under the personal supervision of the 
international Mozart authority, 
Professor Dr. Bernard Paumgartner 
of Salzburg, who is also 

writing several of the explanatory notes. 








SYMPHONY NO. 35 IN D MAJOR 
K.385 (‘Haffner’) 
SYMPHONY NO. 36 IN C MAJOR 
K.425 (‘Linz’) 

THE ROYAL PHILHARMONIC 
ORCHESTRA 

Conductor: 

SIR THOMAS BEECHAM, Bart. 
ABL 3067 (12° Red) 











THE MOZART —SALZBURG 
RECORD S$05906R «ovr. 
(containing many excerpts of 
Mozart’s music with an English 
commentary spoken by 

Dr. Paumgartner. 

This charming little record will 
act as an entre and souvenir to 
the whole jubilee edition, and is 
available at the special price of 
19/6 (incl. Purchase Tax) 
MOZART JUBILEE EDITION 
(1956) 
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AGAIN ‘FIRSTS’ 
ON PHILIPS L.P’s 


EDUARD VAN BEINUM and THE 
CONCERTGEBOUW ORCHESTRA 
now record exclusively for PHILIPS 


(Side 1-3) BRUCKNER— SYMPHONY No. 8 IN 
C MINOR (First Recording) 

(Side 4) SCHUBERT— SYMPHONY No. 3 IN 
D MAJOR 


ABL 3086/87 | «2° Rea) 


BERLIOZ— 
THE CHILDHOOD 
OF CHRIST, Op. 25 
LEOPOLD SIMONEAU 
—tenor 
Mary Davenport 
—contralto 
Martial Singher 
—baritone 
Donald Gramm—bass 
with 
The Choral Art Society 
and The Little 
Orchestra Society 
Conductor: THOMAS SCHERMAN 
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NBL 5022/23 | (2° Red) 


This release continues our incomparable 
series of the music of Berlioz, which includes 
Beecham’s wonderful Te Deum (ABL 3006) 
and Overtures (ABL 3083); also the 
Symphonie Fantastique (ABL 3019) E.M.G. 
confirms (Nov. 1955): ‘“‘This is the best 
version of the Symphony available today’’. 


Prades Festival 
BRAHMS: SEXTET 
NO. 1, Op. 18 

ISAAC STERN—violin 
Alexander Schneider— 
violin 

Milton Katims—viola 
Milton Thomas—viola 
PABLO CASALS—cello 
Madeline Foley—cello 


ABL 3085 | 12’ Red) 


(Already released) 
SCHUBERT’S TRIO No. 2 
IN E FLAT OP. 100 
(Casals, Schneider, 
Horszowski) 








XXXII 


Four more 

great recordings 
on the Philips 
Green label 


Continuing the policy of ‘value for money’ 
Philips offers four new first-class issues on 
their famous GREEN LABEL (12°—33/11%d.; 
10”—25/9d. inclusive of tax). 
BEETHOVEN’S FIFTH SYMPHONY 
Berlin Philharmonic Orchestra 

Conducted by Eugen Jochum 

‘The only 10” version of this 

universal favourite’. 


| NBR 6030 (10° Green) 


J. S. BACH—BRANDENBURG CONCERTO 
NO. 6 and CONCERTO FOR VIOLIN, 
OBOE AND STRINGS 

Basle Chamber Orchestra 

Conductor: Paul Sacher 


NBR 6028 | (10” Green) 











Excerpts from SMETANA’S Opera 
THE BARTERED BRIDE 

Hilde Zadek—soprano 

Hans Hopf—tenor 

Otto Edelmann—bass 

The Vienna Chamber Choir and 
The ‘“‘Wiener Symphoniker”’ 
Conducted by Wilhelm Loibner 


| NBL 5024 (12° Green) 


Two interesting works by a leading 
American composer, MORTON GOULD 
*INTERPLAY 

SPIRITUALS (for orchestra) 
*Soloist—COR DE GROOT 

The Hague Philharmonic 

Orchestra 

Conductor: Willem van Otterloo 


NBR 6029 | (10” Green) 











For an up-to-date booklet giving details of all 
Philips L.P. and E.P. recordings, which 
include numerous Green Label issues, see 
your local dealer or, in case of difficulty, 
write to us direct at the address printed 
below. Make sure, also, of your copy of the 
latest issue of ‘“‘The Philips Record’’, 
quarterly journal of the Gramophone 
Records Division. 


PHILIPS © hp 


LONG-PLAYING RECORDS 


Philips Electrica! Limited, Gramophone Records Div. 
179-135 Great Portland Street, London, W.1- 
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aniel Barenboim 


(London Debut at Royal Festival Hall on Jan. 17th, 1956, with Josef Krips and the Royal 
Philharmonic Orchestra.) 

MOZART. VARIATIONS ‘“‘AH! VOUS DERAIS-JE MAMAN!”’ K.265. 
MENDELSSOHN CAPPRICIO, Op. 5. 

BRAHMS. INTERMEZZO, IN C. MAJOR Op. 119, No. 3. NBE 11013 } (7° Green) 








KABALEVSKY SONATINA, Op. 13, No. 1, SHOSTAKOVICH SEVEN PRELUDES, 
Op. 34. | NBE 11014 | 7 Green) 








DR. WILHELM FURTWANGLER 
WROTE... 


AUG. 1954 


The 11-year-old Daniel 
BARENBOIM is a phenomenon, 
not only his musical but also his ~ 
technical abilities are staggering. 
It is to be hoped that he will be 
able to fulfil his early promise. 










Der ll-jihrige Danie. Barenbois 
1st ein Phinomen; sowohl seine musikalischen wie seine 

technischen Fahigkeiten sind verbliffend. Hoffentlich ist 
es ihn vergonnt, sich in gleicher Weise wie er begonnen 


hot, weiter zu eitwickeln. 
oh > 
Paiat. Firdite 


Dr. Wilhelm Furt@aAngler 









FALLA 

3 Dances from *‘THE THREE 
CORNERED HAT’ 7) 
Philharmonic Symphony 
Orchestra of New York 
conducted by Dimitri 
MITROPOULOS 

ABE 10005 (7° Red) 


PHILIPS SYénded Vay | 


Philips are world-renowned makers of radiograms, record players and 











record playing equipment incorporating Phili>ds world famous 
‘Featherweight’ Pick-up. 
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is first-class, and even the more outrageously 
difficult passages are played with a winning 
mastery. 

The orchestral contribution, however, is 
rather less happy, with lack-lustre wood- 
wind and wobbly horns in evidence. So 
perhaps it is only a mitigated hardship that 
in balance also the orchestra is behind the 
piano, sometimes unreasonably so. It is, 
however, recorded in a very good quality, 
as is the solo piano ; and the total sound is, 
balance apart, extremely good and clear. 

The record is most oddly spaced. Rach- 
maninov makes a break after his first 
movement, but indissolubly joins the second 
and third. As the first movement is also the 
longest, how to space the work on a double- 
sided record would seem to be self-evident. 
But for some altogether incomprehensible 
reason Columbia have placed on one side 
the first two movements (in which Glilels, 
incidentally, does not make any of the 
usual cuts ; this, I think, is all gain), and 
conclude that side with the first chord of the 
last movement, turning the disc to repeat 
that chord and continue: one of the tech- 
niques of the old 78 turnover we had not 
thought to be reminded of in any new issue. 
This last movement (in which a short cut is, 
as usual, made) then plays for some thirteen 
minutes ; I waited to see which Preludes 
Gilels was going to play as fill-up, but in 
vain: he had gone home. 

The odd spacing should not, however, 
detract attention from the two more 
important virtues of the disc: the fine 
playing of Gilels, and the fine recording. 
These make it a strong competitor with the 
Decca, outstanding among existing versions ; 
the earlier disc offers a round and well- 
balanced recording of a sensitive, though 
less brilliant, performance by Moura 
Lympany and the New Symphony Orch- 
estra, a body I prefer to the Paris orchestra. 


M.M. 
SCHUBERT. Symphony No. 3 in D 
major. Symphony No. 4 in C 


minor, “ Tragic”. Berlin Phil- 
harmonic Orchestra conducted by 
Igor Markevitch. D.G.G. DGM 
18221 (12 in., 39s. 74d.). 
Symphony No. 3: 

Cincinnati S.O., Johnson 

Stuttgart P.O., Hoogstraten 
Symphony No. 4: 


Concertgebouw, Beinum (5/53) LXT2779 
Lamoureux, Klemperer 


(5/53) PL7860 

London Mozart Players, Blech 
(2/54) (H)CLP1010 
London Phil. S.0., Dixon (12/54) NLP913 
Los Angeles P.O., Wallenstein (12/54) AXTL1059 


The Berlin Philharmonic lavish on these 
two symphonies the most beautiful tone. 
Both respond well: the light-hearted Third 
of 1815, with an engaging habit of dissolving 
into an inconsequential tune on the clarinet 
when the thought looks to be running any 
risk of becoming heavily symphonic ;_ the 
medium-hearted Fourth of 1816, not par- 
ticularly Tragic, but evidently feeling more 
— towards the then current symphonic 
trends. 

Markevitch moulds the beautiful orch- 
estral playing into convincing performances : 
No. 3 with a rather leisurely slow move- 
ment; No. 4 with perhaps an impatient 
ene, and with certainly a fierce minuet set 
off by a beautifully shaped trio. 


(10/51) LXT2604 
(11/51) PLP517 
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D.G.G.’s recording is smooth and melli- 
fluous, though not their most brilliant. 
Considering only the Third Symphony I 
would unhesitatingly choose this version ; 
considering only the Fourth I would want 
before a final choice to take into consider- 
ation the slightly greater vitality of Blech 
and the London Mozart Players on the 
H.M.V. disc. They couple the Tragic with 
a fine performance of the Schubert Fifth 
Symphony. M.M. 


SIBELIUS. Finlandia, Op. 26—Sym- 
phonic Poem. 

TCHAIKOVSKY. Andante Cantabile 
from ‘* Quartet No. 1 in D major, 
Op. 11”. Philadelphia Orchestra 
conducted by Eugene Ormandy. 
Philips NBErtor1 (7 in., 11s. 1od.). 


This is a very well and forwardly recorded 
disc. On it the Philadelphia give Finlandia 
a fine performance, with an uninhibited 
cymbal player, an unusual rhythmic clarity 
to the brass figure, and, less effective, some 
small doctoring of Sibelius’s scoring. The 
Tchaikovsky I do not care for so much: 
Ormandy seems slightly hurried and 
off-hand. But the result is to emphasise 
the specifically Russian qualities of the tune, 
and there is, anyway, some fine string tone 
in evidence. Clearly aimed at the popularity 
stakes, this well-sounding record should in 
fact be a strong competitor. M.M. 


STRAVINSKY. The Fire Bird—Ballet. 
Orchestra de la Suisse Romande 
conducted by Ernest Ansermet. 
Decca LXT5115 (12 in., 39s. 74d.). 

Here is something indeed! Not just 
another recording of the Fire Bird Suite but 
the whole ballet, with so much more that 
is worth having. What a good idea it was 
to get Ansermet, not just to make a more 
modern recording of the Suite but to take 
the opportunity of giving us the music in its 
entirety. The Suite is all very well for a 
convenient concert item but for home use 
it is an inadequate thing to have. There 
are moments in the complete work, as in 
any ballet, where the music obviously wants 
the stage picture to help it, but the orches- 
tration and imagination are consistently so 
entrancing that one’s enjoyment never flags. 
And all the familiar movements from the 
Suite are there, of course, as well as several 
other dances of great delight. 

As to the performance, it is really superb. 
And Decca, who always seem to do their 
best for Ansermet and his orchestra, have 
produced another winner for him. The 
orchestral sound from start to finish is most 
lovely. Need I say more ? yA: A 


VERDI. “ The Lady and the Fool ”— 
Ballet (arr. Mackerras). Philhar- 
monia Orchestra conducted by 
Charles Mackerras. H.M.V. CLP 
1059 (12 in., 33s. 114d.). 

New S.O. of London, Irving (10/55) LW5208 
The Decca MP reviewed in October 
presents a suite from this enjoyable ballet : 
the Tarantella (first dance in the ballroom) 
and Entrance of Lady and Clowns ; Girls’ 

Variation ; Pas de trois (in the Sadler’s 

Wells original-version of the ballet, danced 
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by Signor Midas, the Prince and the 
Capitano) ; Romantic Pas de Deux (between 
the Lady and the Fool) ; Divertissement 
(the Clowns’ dance from the Prologue) ; 
and the Finale to the ballroom scene, 
given a concert ending to close the suite 
without leading into the Epilogue. In this 
new H.M.V. disc, conducted by the 
brilliant compiler-composer himself, we 
have the complete ballet score. I think that 
those who are interested will want to pay 
the extra 14 shillings and get the whole 
thing, for it is all the brightest, most enjoy- 
able sort of music, and the H.M.V., like the 
Decca, is spiritedly played and very well 
recorded. Few “ arranged by .. .’’ ballet 
scores are so positively enjoyable in their 
own right as is this one. 


HOMAGE TO PAVLOVA. 
“ Autumn Leaves”; Nocturne, 
Op. 15, No. 2; Etude, Op. 1o, 
No. 2; Nocturne, Op. 27, No. 2; 
Fantaisie-Impromptu, Op. 6 
(Chopin). Gavotte (Lincke). 
Russian Dance, Op. 40, No. 10; 


Ballet— 


Pas d’action from Act 1 _ of 
“The Sleeping Beauty”, Op. 66 
(Tchaikovsky). Le Cygne from “ Le 


Carnaval des Animaux ”’ (Saint-Saéns). 
Bacchanale from ‘Les Saisons’’, 
Op. 67 (Glazounov). Max Saltpeter 
(violin), Raymond Clark (’cello), 
Renata Scheffel-Stein (harp), Phil- 
harmonia Orchestra conducted by 
Efrem Kurtz. H.M.V. ALPrgo1 
(12 in., 39s. 74d.). 

Some will think it distinctly steep to be 
charged red-label price for this kind of 
selection ; yet there is a sort of interest in 
hearing the sort of music to which Pavlova 
became famous, and H.M.V. have done 
their best with the programme, securing 
first-rate orchestral playing, fine recording, 
and the services of a conductor who was for 
a time Pavlova’s musical director. Autumn 
Leaves is Pavlova’s only ballet. She danced 
in the premiére of Les Sylphides, and no 
doubt the idea of a Chopin suite as ballet 
score was suggested by this. In Autumn 
Leaves Pavlova danced as a Chrysanthemum, 
dashed about by the Autumn Wind and 
tenderly handled by a Poet. Max Saltpeter’s 
playing of the Wilhelm] transcription of the 
D flat Nocturne deserves special mention. 
The Gavotte is also known as Glow Worm 
Idyll. About Pavlova in the Glazounov 
and the Saint-Saéns, Cyril Beaumont has 
this to say: ‘*‘ Sometimes there was just 
a pale luminosity which filled the spectator 
with an exquisite sadness, as in Le Cygne, 
sometimes the glow burst into flame, as in 
L’Automne Bacchanale.” Pavlova would 
have been 75 this month, and the disc is a 
commemorative issue. ‘Thos: who saw her 
dance in these pieces will find it evocative, 
for there is abundant testimony that she 
could transfigure any music. A.P. 





A Request 


The W.V.S. in Huntingdon would be 
pleased to receive any unwanted LPs, 45s, 
or 78s for the entertainment of servicemen. 
The address is W.V.S. Club, Huntingdon, 
Hunts. 











316 


CHAMBER MUSIC 


BEETHOVEN. Quintet in E flat major, 
Op. 16. 
MOZART. Quintet in E flat major, 


K.452. Walter Gieseking (piano), 
Philharmonia Wind Quartet. 
Columbia 33CX 1322 (12 in., 39s. 7}d.). 


Beethoven Quintet : 
d’Arco, Pierlot, Lancelot, Coursier, Hongn 
(11/54) 6150033 
Mozart Quintet : 


Soc. of Wind Inst. (3/53) TW14-002 

Veyron-Lacroix, French Wind Quintet 
2/54) OL50016 

Brain, Waters, Brain, James, Horsley 
(2/55) (H)CLP1029 
In a rash moment Mozart said that he 
thought this quintet the best chamber work 
he had ever written, and one might guess 
that this judgment was snapped out at 
someone who had just said he didn’t think 
much of it. Even though few would agree 
with Mozart, we can all agree that this is 
delightful and highly original music, and 
it is not surprising that Beethoven took it 
as his model when writing his quintet for 
the same combination. At least that is 
what Beethoven is supposed to have done, 
though he must have got cross-eyed looking 
at all five parts at once for no score of the 
work was published at the time. More 
probably he just wrote for the same 
instruments in the same key with a vague 
memory of some performance of the Mozart 
in his head, for in detail there are few 
parallels between the two works. One 
notices that Beethoven gives rather more of 
the tunes to the clarinet than does Mozart, 

who on the whole prefers the oboe. 


Many people surely will be attracted by 
the chance of having both these fine 
quintets on one disc. The balance of the 
instruments is very good indeed and so is 
the quality of the sound. By contrast the 
Ojiseau-Lyre Beethoven has too backward 
a piano, and in the same firm’s Mozart it 
is the wind players who are too reticent. 
The Dennis Brain Wind Ensemble and 
Colin Horsley are much more formidable 
rivals, and I find little to choose between 
their Mozart and the new one. Indeed 
one suspects that at least one of the wind 
players is the same. For some, Gieseking’s 
quite superlative playing may just tip the 
scales. His lightness and clarity and sense 
of style are beyond praise. And yet as a 
whole I would not put this new version 
above the H.M.V. M.M. complained that 
in the H.M.V. recording the finale was 
too slow ; Gieseking takes it slower still. 
His tempi are also on the slow side in the 
first movement of the Mozart and in the 
finale of the Beethoven. But somehow with 
him slow tempi have a way of seeming 
just about right. R.F. 


BLOCH. String Quartet No. 2. Griller 
String Quartet. Decca LXT5072 
(12 in., 39s. 74d.). 

Hirsch Quartet RG7 
In the issue of last October I reviewed 
the recent Decca releases of Bloch’s First 

Quartet (LXT5071) and Third and Fourth 

Quartets (LXT5073), taking the oppor- 

tunity of discussing the composer’s quartets 

as a whole. Decca’s promise to complete 
the cycle is now fulfilled with an issue in 
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every way the equal of its superlative 
predecessors. The Second Quartet is the 
most intense, and possibly the greatest of 
Bloch’s, and it is here played quite mag- 
nificently by the Grillers—their technical 
mastery is put entirely at the service of the 
music, whose passion and sincerity is made 
abundantly evident. Add that Decca’s 
recording is of their cleanest and smoothest, 
and it is clear that this record stands well 
up among the best of quartet-playing ever 
made. M.M. 


BRAHMS. Sonata No. 1 in G major, 
Op. 78. Sonata No. 3 in D minor, 
Op. 108. Gioconda de Vito (violin), 
Edwin Fischer (piano). H.M.V. 
ALP1282 (12 in., 39s. 74d.). 


Sonata No.3: 
Ferras, Barbizet (3/54) LGX66014 


The G major sonata seems to suit these 
players better than the D minor. The 
latter is not given enough fire in the outer 
movements, and not enough sentimentality 
in the slow one for my taste; in other 
words the whole interpretation is somewhat 
nondescript. The violinist is not always 
quite steady when playing quiet long-held 
notes, while the pianist seems almost 
peremptory at times. On the other hand the 
G major is most sensitively played. The 
performance gives the impression of having 
been more carefully rehearsed as well as 
more enjoyed—which is perhaps only 
natural for this is Brahms at the very top 
of his form. There is no lovelier opening 
than that of the first movement, and in this 
performance the whole sonata sounds quite 
meltingly beautiful. Fischer tends to 
anticipate all crescendos by a bar or two, 
and there is some unaccountable surface 
noise near the start of the first movement 
on my copy, but there is little else to 
criticise and much to praise. 

The rival version of the D minor is a 
more positive interpretation than Miss de 
Vito’s, and the violinist gives the thirds in 
the slow movement the gipsy flavour 
Brahms surely intended, but elsewhere there 
are gaucheries which interrupt one’s 
pleasure and there is not in the end much to 
choose between the two performances. It 
is the G major sonata that makes this new 
record worth getting. 

Incidentally the fact that the violin sings 
almost from start to finish gives this G 
major sonata much of its individuality. In 
the first and last movements the violin has 
only one bar’s rest. In Brahms’s other two 
violin sonatas the piano has far more solo 
passages. R.F. 


BRAHMS. String Sextet No. 1 in B flat 
major, Op. 18. Isaac Stern (violin), 
Alexander Schneider (violin), 


Milton Katims (viola), Milton 
Thomas (viola), Pablo Casals 


(cello), Madeline Foley (’cello). 
Philips ABL3085 (12 in., 38s. 3d.). 

In this early chamber work, Brahms 
seems to me to be spreading the butter very 
thin, and making a little last a long time. 
It is of course beautifully written for the six 
instruments, and both the ~ middle 
movements have fine music in them, but 
the work as a whole lacks the intellectual 
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quality of the much superior sextet in 
which Brahms wrote a few years latc:. 
Perhaps the long first movement wou: 
have seemed more interesting if it had nv 
been played quite so slowly. F urthermore 
the balance is not too good, the second 
violin sounding too distant and the first 
violin a shade too close to the microphone. 
The second ’cello plays a wrong note in the 
recapitulation of the second subject of the 
first movement, and the very distinguished 
first ’cellist adds a muttered vocal part here 
and there. Nevertheless I would not like you 
to think I hated every minute of this record, 
nor will you if you hear it. The playing, 
though not polished, is often very distii- 
guished, and Stern produces the most 
beautiful sounds. So indeed does Casais, 
and for that matter the other four partici- 
pants as well. If you are prepared to let 
Brahms take his time, there is much to 
enjoy in this music. The recording is 
excellent. R.F. 


—_—- 


ce 


DVORAK. Quartet No. 6 in F major, 
Op. 96. Koeckert Quartet. D.G.G. 
DG16001 (10 in., 29s. 64d.). 


Griller Quartet (1/51) LXT2530 
Hungarian Quartet (8/54) CLP1157 
Hollywood Quartet (8/55) CTL7098 


This performance has neither the vitality 
nor the style of the one given by the Holly- 
wood Quartet and is not nearly so well 
recorded. 

The ’cello pizzicati, for example, in the 
slow movement are ludicrously out of 
perspective, at Letters 4 and 5 in my score, 
and sound as if the player was taking a hop, 
skip, and a jump. He is, at the same time, 
an excellent artist and plays the high passage 
at the end of the movement beautifully. 

The start of the first movement is far too 
loud and the whole movement is played as 
if marked agitato, which is not the case. The 
two last movements go rather better. 


HANDEL. Concerti Grossi, Op. 6: 
No. 5 in D major ; No. 6 in G minor. 
Otto Biichner (ist violin), Franz 
Berger (2nd violin), Hans Melzer 
(cello), Karl Richter (harpsichord- 
continuo). Bamberg Symphony 
Orchestra conducted by Fritz Leh- 
mann. D.G.G. Archive APM14013 
(12 in., 39s. 74d.). 

Coupled as above : 
Boyd Neel Orch. 
(1/52) LX3055 or (7/55) LXT5042 
Concerto No. 6: 
V.S.0., Pritchard (7/55) ABL3048 
When I heard the first of the D.G.G. 

Concerti Grossi (last November) I thought 

they might be considered in competition 

with the Boyd Neel performances on Decca. 

Listening now to the latest disc I begin to 

wonder if I wasn’t in too charitable a mood 

on the earlier occasion, for these two 
performances are heavy and woefully un- 
imaginative. The slow movements are all 
too slow, tending to stand still in their 
tracks, while the fast movements, honestly 
as they are played, have little of Boyd 

Neel’s sparkle and lightness. 

The Larghetto of the Sixth Concerto is 
the clearest example of a too slow speed. 

In the score the movement is headed 
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Musette and Boyd Neel does get some- 
thing of the feeling of a dance into the 
playing, which suits the music admirably. 
Anyway, it is not a Largo and Lehmann’s 
slow reading becomes very tedious. 

But if you do not agree with this estimate 
of Lehmann’s performances, you will have 
to admit that anyone who may prefer them 
will have to pay heavily for his choice. 
When I saw only two concertos on a 12- 
inch disc (they have always hitherto 
appeared four to the disc) I wondered how 
on earth the space was filled. 


The start of No. 5 gave some indication 
for, with Teutonic thoroughness, Lehmann 
observes the repeat of the whole of the slow 
introductory movement. This seems to me 
to be going a bit far, even in the cause of 
completeness, and when the playing is as 
solid and unimaginative as it is here, the 
repetition becomes very tedious to sit 
through. (Boyd Neel plays it once and 
brings it vividly to life.) 

One likes to commend new issues but I 
fear this one does not compare either in 
performance or price with Decca’s first- 
class Boyd Neel set of four (Numbers 5 to 8, 
LXT5042), all for the same money. T.H. 


INSTRUMENTAL 


BACH. Clavier-Ubung, jrd Part. Five 
Choralbearbeitungen. Helmut 
Walcha (organ). D.G.G. Archive 
APM14047-9 (three 12 in., 118s. 104d.). 


The “ Clavier-Ubung ”’ was Bach’s first 
published instrumental work, its four parts 
containing, respectively, six Partitas (1), 
Italian Concerto and an Overture in the 
French manner (2). The small and large 
Catechism chorale preludes, twenty-one in 
all, together with a prelude and fugue in 
E flat (all these for organ) and four duets— 
two-part pieces for one player (3). The 
Goldberg Variations (4). These four parts 
were published at various times between 
1726 to 1742. “‘ Clavier-Ubung ”’ is usually 
translated as ‘* Exercises for the Clavier ”’, 
in the sense of studies, but the second word 
is in the singular and I think “ Keyboard 
Practice ”’, the suggestion of the Editors of 
The Bach Reader (an invaluable book), is 
preferable. Bach carries out his intention, 
in this huge work, of fashioning a greater 
and a smaller musical Lutheran catechism : 
and to make the distinction between the 
two all the chorale preludes in the first of 
these Catechisms are elaborate works for 
manuals and pedal, but all of those in the 
second of them are of a much simpler 
character (and much shorter) and are for 
manuals only. 

The Prelude in E flat is printed at the 
start of this third part of the “ Clavier- 
Ubung ” and the Fugue in the same key 
at the end: and there is no evidence other 
than “‘an old tradition’ that they were 
ever meant to have been played as one 
work—the Prelude is obviously earlier in 
stvle—or that they had any more connection 
with the Catechism preludes than the duets 
~—that is to say they had none. At the same 
time the so-called ‘** St. Anne” fugue has 
a melody that might be derived from a 
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chorale and Schweitzer holds that its three- 
fold structure has reference to the Trinity. 


However that may be the Fugue makes a 
fitting end to the work and if it is so used 
we may concede that the Prelude (though 
no chorale theme appears in it) may serve 
as an introduction. In this very fine 
performance and recording the Prelude and 
Fugue and the greater chorale preludes are 
all played on the small organ of St. Jakobi, 
Liibeck, and the smaller preludes on the 
Schnitger organ at Cappel, while the four 


' duets—recorded between the two groups 


of chorale preludes—are played on an 
Amner harpsichord. 


On the last side of APM14049 there are 
five more chorale preludes taken from 
various sources; An Wasserfliissen Babylon 
(18 Preludes), Vom Himmel hoch (second 
setting), Herzlich tut mich verlangen, Nun freut 
euch and Valet will ich dir geben (third setting). 

The tone of the St. Jakobi organ is of 
beautiful quality, except for a very occasional 
reediness (of the kind Dr. Vaughan Williams 
so dislikes) and is spaciously recorded: in 
the whole set there are only three of the 
chorale preludes that call for slight 
criticisms. Allein Gott in der Hoh set Ehr (1), 
most neatly played, had extraneous noises 
throughout in my copy, so that I can only 
suppose the pressing to be defective in this 
one band. Aus tiefer Noth schrei ich zu Dir (1) 
with double pedal sounds a bit lumpy and 
the opening note seems to prolong itself for 
the whole bar instead of for two beats. Mr. 
Walcha cannot be responsible for that, so it 


‘ must be some sort of acoustic phenomenon. 


In the manuals only setting of Aus tiefer 
Noth the third, at the top of the last chord, is 
inaudible, so that we get the effect of a bare 
fifth, which sounds odd in the context. 


Helmut Walcha’s registrations and phras- 
ing, as in his recording of the Orgelbiichlein, 
fill me with admiration. 

It is often said that, in the preludes of the 
greater Catechism, there is more food for 
the mind than refreshment for the ear: but 
even in the longest and most complex 
preludes I found both mind and ear satisfy- 
ingly engaged. The setting of the Lord’s 
Prayer, mostly in five parts, takes up eight 
pages of the score, but it is played with such 
exquisite clarity that one is held spellbound 
by it. It is one of Bach’s most profound 
meditations. In the first Ayrie, as also at the 
start of the last, Mr. Walcha applies the 
tremulant to his solo stop and if anyone, in 
these days, objects to that let him remember 
that Bach, inspecting an organ at Weimar, 
ordered that the tremulant “be so put 
right that its action may be regular ”’. The 
use of the device gives the melody of the 
chorale a luminous beauty. How amazing 
is the highly chromatic and discordant coda 
to the last Kyrie, throwing into high relief 
the major chord at the close. Harvey Grace 
calls Dies sind die heil’ gen zehn Gebot an interest- 
ing failure, but Mr. Walcha makes it sound 
like an interesting success. I like very much 
his uncoupled pedal part, with an eight foot 
stop only, in this and several other of the 
preludes. 

Jesus Christus unser Heiland, as Mr. Walcha 
plays it, has no “ prevailing bleakness ” 
(to quote Mr. Grace again), but rather a 
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prevailing gaiety, and he reveals the full 
splendour of the great Fugue at the end. 
Mr. Walcha plays the harpsichord “‘duets”’ 
between the two groups of chorale preludes 
on an instrument of charming tone and 
then goes on to the lesser Catechism 
preludes which, as I have said, he plays on 
the lovely little Schnitger organ. These are 
all most enjoyable, though I should have 
preferred quieter registration for Aus tiefer 
Noth. Best of all, I think, are the three Kyrie 
preludes. I have only space to say that the 
miscellaneous group of preludes are as 
beautifully played, on the Schnitger organ, 
as all the rest. 

It is a comment on changed conditions 
that Eaglefield Hull, in his little book on 
Bach’s organ works, could recommend that 
Valet will ich dir geben “‘ should end loudly, 
with a widespread rallentando, the last six 
notes being played very slowly and marcato 
—perhaps on the solo tuba’ (italics mine). 
Needless to say, Mr. Walcha does not 
remotely follow this appalling prescription. 

Organists, for whom these discs will be a 
lasting joy and inspiration, will naturally 
possess a copy of the music, but I should like 
to urge others to get the Novello edition of 
the ‘* Clavier-Ubung” (with which are 
bound up the six “ Schiibler”’ chorale 
preludes) and so enable themselves to 
appreciate fully the marvellous art and 
spiritual imagination of Bach and Helmut 
Walcha’s wonderful realisation of it. 

A.R. 


LISZT. Hungarian Rhapsody No. 10 
in E major. Valse Impromptu in 
A flat major. Artur Rubinstein 
(piano). H.M.V. 7ER5058 (7 in., 
16s. 84d.). 

Both these pieces are splendidly played 
and splendidly recorded. The Rhapsody is 
the one with the cymbalum imitation 
followed by strings of soft glissandos up and 
down the keyboard on the white notes. 
Rubinstein made a good recording of it on 
a 78, but this is very much better. The 
waltz on the other side is Liszt at his most 
charming. Rubinstein does not always play 
as well as here, and one seldom hears such 
realistic piano tone. A most attractive disc. 

R.F. 


RACHMANINOV. Preludes : No. 2, 
Op. 23; No. 4, Op. 23; No. 5, Op. 
23; No. 5, Op. 32; No. 6, Op. 23; 
No. 8, Op. 23; No. 9, Op. 23; No. 
12, Op. 32; No. 2, Op. 3. Daniel 
Wayenberg (piano). London 
Ducretet-Thomson EL93038 (10 in., 
29s. 64d.). 

Here is a selection from the two books of 
Rachmaninov Preludes, together with the 
prelude from a much earlier collection of 
pieces. The piano tone on this disc is 
extremely clear, almost curiously so, due 
partly to Wayenberg’s very sparing use of 
the sustaining pedal and partly, I suspect, to 
the quality of the instrument. Wayenberg’s 
playing radiates efficiency, and he deserves 
credit for making something new of the C 
sharp minor. This disc will almost certainly 
contain your own favourite among the 
preludes (the G minor, or perhaps the 
G major?) and the intelligent, rather 
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unemotional treatment they receive makes 
all these pieces seem less sentimental than 
usual. Moura Lympany gives warmer, 
more romantic performances which are 
more to my taste, but may not be to yours. 
Decca provide all twenty-four preludes on 
two twelve-inch discs, whereas the new 
London has nine of them on a single ten- 
inch. R.F 


SCHUMANN. Carnaval, Op. 9. Andor 
Foldes (piano). D.G.G. DG16108 


(10 in., 29s. 64d.). 

Magaloff (7/52) LX3074 
Novaes 6/53) PL7830 
Cortot 
Badura-Skoda 
de Lara (9/54) AdLP2 
Siki (11/54) PMA1022 


Anda (12/54) LGX66029 
Brailowsky (12/54) (H)ALP1168 
Anda (10/55) 38CX1283 


Still the Carnavals come; but this one, 
on two sides on a 10-inch LP, is an expensive 
buy except for someone who wants to buy 
Carnaval and Carnaval alone. In that case 
he will be equally well served by the new 
disc and by the first of the LP issues, the 
Decca 10-inch. Foldes and Magaloff both 
give unexceptionable performances, height- 
ened in places with sudden flashes of insight 
and pianistic finesse. 

But like A.R. (October, 1955), I feel that 
Geza Anda, in his second recording of the 
piece, offers “ the Carnaval we have been 
waiting for’. Foldes seems oddly earth- 
bound in the impetuous, soaring urges of 
the Préambule and Davidsbiindler March, and 
though he brings delicacy to the lighter 
numbers, he is delicate without being what 
we might call fanciful. In short, a reliable, 
but not a very imaginative, account. 

The piano tone is agreeable, without 
being as lifelike as that of the Columbia 
disc. A.P. 


CHORAL AND SONG 


BACH. Magnificat in D major. Eileen 
McLoughlin (soprano), Heather 
Harper (soprano), Alfred Deller 
(counter-tenor), Wilfred Brown 
(tenor), Maurice Bevan (bass), St. 
Anthony Singers, Kalmar 
Orchestra conducted by Pierre 
Colombo, Denis Vaughan (organ), 
Dr. Thornton Lofthouse (harpsi- 
chord). London  L’Ojiseau-Lyre 
OL5o0101 (12 in., 39s. 74d.). 


Winterthur Orch., Reinhardt (1/53) CLP60 
Leitner and Soloists (5/55) APM14001 
Stuttgart Rad. Choir, Pro Musica Orch., Reinhardt 

(12/55) PL8890 


This performance omits the Christmas 
interpolations included in the Vox recording 
which I reviewed last month and is on a 
smaller and more intimate scale. I found it 
most enjoyable listening, and for those who 
do not mind missing the interpolations I 
should be inclined to recommend it as the 
best available. 

The chorus sopranos are firmer in tone 
than in any of the other choirs, the balance 
is as good as in the Vox recording, with the 
organ and harpsichord well heard in the 
continuo parts. 

Alfred Deller gives a performance of 
outstanding distinction in “ Esurientes 
implevit bonis ”, with trills any contralto 
might envy, and joins with the two sopranos 
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in a limpid performance of “ Suscepit 
Israel ”’. 

The ladies sing musically, and it was 
interesting to hear the young Belfast 
soprano Heather Harper, who made such 
a charming Violetta in the T.V. La Traviata, 
for the first time on disc. She sounds a 
little tentative in her solo “ Quia respexit 
humilitatem ’’, but her fresh toned voice is 
a pleasure to listen to. 

Maurice Bevan, though really a baritone, 
manages the bass aria well and introduces 
no obtrusive aspirates—as did all the other 
singers of this aria. 

Wilfrid Brown could have thrown down 
the mighty with a little more vigour, but 
he is well in the picture. 

The name of Pierre Colombo is new to 
me, but a mixture of French and Italian 
blood—if that is his parentage—seems to 
suit this work very well and his direction is 
lively and sensitive. 


BERLIOZ. The Infant Christ. Mary 
Davenport (contralto), Martial 
Singher (baritone), Léopold 


Simioneau (tenor), Donald Gramm 
(bass), Little Orchestra Society 
conducted by Thomas Scherman. 
Philips NBL5022-3 (two 12 in., 67s. 
11d.). 

I hope the labels on these records will 
describe the work as The Infant Christ 
(L’Enfance du Christ) and not as The Child- 
hood of Christ, for the oratorio is only 
concerned with Him as a baby and it is 
unfortunate that the misleading translation 
of the French title has become current in 
this country. 

Since I first heard L’Enfance du Christ, 
many years ago, I have never ceased to 
think of it as one of the most beautiful 
oratorios in existence and one that shows 
beyond any doubt, in one superbly imagin- 
ative touch after another, the amazing 
genius of the composer. It is not a flawless 
work—that term can only be applied, 
without reservation, to the middle one of 
the panels of the tryptich, The Flight into 
Egypt, which is a jewel of the finest water— 
but the sections that fall below a high level 
are very few. 

It is strange that both the American 
recordings, Columbia (here Philips) and 
Vox (not available in the U.K. at the time of 
writing) use a contralto for the part of Mary 
and not a soprano. The vocal line lies very 
generally low in pitch for a soprano, it is 
true (except at the end of the duet in the 
third part, The Arrival at Sais, when Mary 
and Joseph knock vainly at the doors of 
the Roman people and are at length taken 
into the house of a friendly Ishmaelite 
family), but the part, in my view, needs the 
clear and pure tones of a soprano. I once 
heard Isobel Baillie sing the réle exquisitely 
and hers seemed the ideal type of voice. 
Mary Davenport, unfortunately, has a 
rather plummy kind of tone which she does 
little to vary: and this detracts from the 
appeal of the tenderly beautiful and charm- 
ing duet in Part 2, where Joseph and Mary, 
in the stable at Bethlehem, are watching 
over the infant Jesus, who is feeding the 
sheep round Him. It matters much less in 
the dramatic duet mentioned above. 
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Martial Singher doubles the parts o/ 
Herod and Joseph, Donald Gramm thos 
of the patrol officer Polydorus and the 
father of the Ishmaelite family, and Léopold 
Simoneau those of the Narrator and of the 
Centurion. These singers are all extremely 
good and the chorus and orchestra are 
excellent. 

Thomas Scherman conveys the drama of 
the Herod’s Dream section well, but he has 
not found the right style for The Flight into 
Egypt or for the Bethlehem duet that ends 
the first part. The realisation of the 
imaginative delicacy of Berlioz’ orchestra- 
tion seems to elude him, as for example in 
the passages descriptive of the frisking of the 
lambs and, as in Miss Davenport’s singing, 
there is in his treatment little trace of the 
gentle radiance, the smiling grace that one 
sees in so many Italian paintings of the 
Holy Family and which illuminates Berlioz’ 
music. The lovely little Overture, in a 
semi-fugal style, that depicts the shepherds 
assembling before the manger to bid the 
Holy Family farewell before they go into 
Egypt, and the surpassingly lovely tenor 
solo, with a long orchestral introduction, 
called “‘ The repose of the Holy Family ” 
suffer from the same lack of imagination. 
I am sure that the conductor feels the beauty 
of the music, but one has only to recall Sir 
Thomas Beecham’s conducting of the score 
to realise what is missing. It is a pity, also, 
though it happens too often elsewhere, that 
the enchanting Shepherds’ Chorus is made 
to sound rather like one of Hymns A. and 
M.: and did Berlioz authorise the holding 
of the last chord, by the singers, through 
the concluding orchestral bars ? This is not 
shown in my score. 

There are a few small cuts, one in the 
dialogue between the two soldiers that 
interrupts the strange Nocturnal March in 
Part 1 (rather too loudly played) and one 
in the dialogue between Joseph and the 
Ishmaelite father in Part 3. These can pass : 
but it was foolish to omit the Ishmaelite’s 
recitative preparing the exhausted members 
of the Holy Family for the very lengthy 
entertainment (a trio for two flutes and 
harp) that is to be given them. After the 
angelic Hosannas at the end of Part 1 the 
three concluding orchestral chords are 
omitted—for no reason that I can discover. 


All this seems like a catalogue of faults: 
but, in spite of the criticisms made, I 
should be sorry if anyone was prevented 
from acquiring this generally excellent 
recording. To begin with the sound is good 
and the distant voices of the angels are well 
engineered: and above all there is the fine 
singing of the male principals. Martial 
Singher is especially good as the uneasy 
Herod and Léopold Simoneau gives a lovely 
rendering of the part of the Narraior, his 
tenor solo in Part 2 not suffering in com- 
parison with the wonderful Columbia disc 
made, years ago, by Jean Planel. 


The greatest test comes at the end of the 
work, in the Epilogue for tenor solo with 
chorus, unaccompanied after the first few 
bars, **O my soul, what can you do but 
humble yourself in the face of such a 
mystery ?”’. Here Berlioz,. professed un- 
believer, seems to have fallen on his knees. 
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The repertoire of good music by great artists on 7” 45 r.p.m. discs is now varied and interesting, and a selection of our stock is listed on 
this page. Records priced over 10/- are ‘‘ EXTENDED PLAY ’’—the equivalent of at least TWO 78 r.p.m. records. 





STAR PERFORMERS 


MARIAN ANDERSON, contralto 
CCS127 Schubert—Death & the Maiden, Ave Maria, Forelle ... 
++ aaa DE LOS ANGELES, soprano 
Faust : Roi de Thule & Jewel song 
juss! BJORLING, tenor 
With Merrill : Pearl Fishers & Boheme duets . 











RIV Boheme : cee Gelida Manina/Pagliacci : Vesti la Giubba 

R160 Celeste Aida/Gioconda : Cielo e mar 

ERS025 Arias from Africana, Pagliacci, Cavalleria, & M. Lescaut... 

CCSi28 Recital of songs by Liszt, Wolf, Sibelius & Sjoberg 

CCS129 we we py Allmacht, Wanderers Nachtlied, Bose Farbe 
SI Recital of 4 Swedish songs—Sverige, Tonerna, SG cee 


CCS130 
MARIA ME NEGHINI Cc 


ALLAS, soprano 
SEL1533 


Turandot : In questa Reggia & Liu’s 2 arias 
ALFREDO CAMPOLI, violinist 
71085 Souvenir (Drdla)/Capricieuse (Elgar) 
71103 Poeme (Fibich)/Estrellita (Ponce) 
71092 Tambour in chois & Caprice viennois (Kreisler) 
71076 Liebesfreud & Liebesleid (Kreisler) ; - 
MARGHERITA CAROSIO, soprano 
R137 —* Qui la voce/D. Pasquale : Cavatina _ 
RIS Boheme : Mi chiamano Mimi/Traviata : Addio del Passato ... 
PABLO CASALS, cellist & — ~wareed 
ABE10004 Concert of Spanish music . 
BORIS CHRISTOFF, bass 
ERS007 igor : Kontchak’s aria/Khovantschina : Dositheu’s aria 
ooo Song of the flea/Song of the Volga boatmen ... 

RISO Igor : Galitzky’s aria/Sadko : ae of the Viking guest 
OLGA COELHO, vocalist with guita 
CCS176 Brazilian folk song: ~_— once of Falla & Segovia ... 
oo CORENA, bas 

71093 Gazza Ladra: Il mio Piano/Barbiere : A un dottore ... 
SUZANNE DANCO. soprano 

71100 Alceste : Divinities du Styx/Dido : When | am laid 

E.1.A.R. CHORUS & ORCHESTRA 
BSP300!1 Nabucco: Va pensiero/Lombardi : O Signore (Verdi) 
KATHLEEN FERRIER, contralto 
SED5526 Otto (Handel) : Arias/Mendelssohn duets w. Isobel Baillie 
71108 Stuttering lovers, Boy Willie, | will walk, Bonnet _... _ 
71072 Ca’ the yowes & O Waly, Waly 
71034 Orfeo : What is life/Rodelinda : ‘Art thou troubled . 


71035 Drink to me only & ye banks and braes ne 

71037 St. Matthew Passion (Bach) : Have mercy Lord, on me 
71038 eh i Thou that tellest/Samson : Return O God .. 
71039 : Rest i in the Lord/Serse : Ombra mai fu 


DIETRICH. FISCHE R-DIESKAU, baritone 

ERS5033 Tannhauser : Wolfram’s 3 arias 
ERS044 Wolf : 3 songs including Feuerreiter/Loewe-Erikonig _ 
KIRSTEN FLAGSTAD, soprano 
EB6007 Recital of 4 Grieg songs, pf. a 

EB60!I I Grieg : Springtide & Fra leans Pincio, ‘orch. aces. 
ZiINO FRANCESCATTI, violin 
ABE10003 Beethoven : 2 Romances for Violin & Orchestra 
WILHELM FURTWANGLER, conductor 
ERS036 Fidelio Overture (Beethoven)/Tristan Act 3 Prelude (Wagner) 
NICOLAI GEDDA, tenor 
Pearl Fishers : Je crois entre encore/Manon : Le reve 
WALTER GIESEKING, pianist 


SELI5S27 Debussy : Cathedrale Engloutie, Fille aux cheveux de lin, etc. 
BENIAMINO GIGLI, tenor 

ER5037 With Caniglia : Aida : Tomb scene/Tosca : Act | love duet 
EB6003 La Danza, Marechiare, Mattinata, & Tosti’s Serenata . = 
EB6013 Ave Maria, Agnus Dei, Standchen (Schubert) & Wiegenlied 


R105 Catari & Dicitencello Vuje (Neapolitan) _ 
4 Turandot : Nessun dorma/Elisir d’'Amore : Quant e bella ne 
Pagliacci : Vesti la giubba & Serenata d’Arlecchino 

Tito GOBBI, baritone 


R165 Pagliacci (Leoncavallo) : Prologue 
R107 Barbiere : Largo al factotum/Otello : Era la notte 
a4 nr a Credo/Forza d el Destino : Urna —~il 


R154 viata : Di Provenza/Rigoletto : Pari siamo . 
FRIEDRICH GULDA, pianist 
71084 Clair de lune +n fama prelude (Chopin) . 
eee HAMMOND, sopran 
EDSSi4 One fine day, Love Rs music, My beloved daddy, Call me Mimi 
—- HEIFETZ, violinist 
Chevelure, Zapateado, Hora staccato, Sweet remembrance 
LUIGI INFANTINO, tenor 
SEB3502 Marechiare, Santa Lucia, Passione, Milena 
KING’S COLLEGE CHAPEL CHOIR 
$CD2022 In dulci jubilo/Once in Royal David's City 
ERICH KINZ, baritone 
Viennese Popular songs—Mutterl-lied, Ewiges Wien, etc. ... 
Strauss Operetta arias : Gypsy Baron, Night in Venice, etc.. 
TIANA LEMNITZ, soprano 
R167 Nozze di Figaro : Porgi amor & Dove sono 
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oo LIPATTI, est 


EB3506 


Chopin i. ae op. © . No. |, Op. 18, Op. 70 No. |! 


tzes, Op. 34 N 
LONDON BAROQU SEE SEMBLE (HAA 


CCS 177 


Marches for Wind Instruments by = & Cherubini ... 


MOURA LYMPANY, pianist 


EP7014 
Pi4i 


Litolff Scherzo/Granados : Lover and the Nightingale 
Chopin : Fantasie impromptu/Brahms : Intermezzo, Op. 117 


SYDNEY MAC EWAN, tenor 


NBEI1008 Rowan Tree, Meeting of the Waters, Mowing of the Satan, @ etc. 
NBEI1002 Lark in the clear air, Dashing white sergeant, etc. ... 
MALCUZYNSKI, pianist 
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Chopin ‘Etudes : Op. 10, No. 3, : Lamend nae & 12 Cacetentanans 
Chopin Polonaises 2 6 
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ssing by, Lass with the delicate air, Maureen, etc. ... 
EAU, soprano 

Louise : Depuis le jour/Hoffmann : Doll song 


ZINKA MILANOV, sop 
ER5032 
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Forza del Destino : Leonora’s 3 arias 


—- DEL MONACO, tenor 
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Otello : Dio, mi potevi & Niun mi tema 

Pagliacci : Prologo & Vestila giubba... 

Rigoletto : Questa, La donna & Quartet w. Gueden, etc. 
Manon Lescaut : Pazzo son/Boheme : Che gelida manina 
Arias from Adriana spaaale Marta, Chenier, Fritz 


HARRY MORTIMER, trum 


$CD2005 
TOSCANINI conducting the N.B.C. O 
ER5003 


Trumpet valenseoaiilione from Haydn’s Concerto ... 
rchestra 
Wagner : Ride of the ha at ristan : Liebestod 


PETER PEARS, tenor, with Benjamin Britten, pianist 


Ld. of 


Miller of Dee, Polly Oliver, Little Sir William .. 


all Sowenes = Grove, There’s none to sooth 
PHILHARMONIC HESTRA 
SED5517 Barber a Seville Overture/Traviata : Preludes (Galliera) 
SCBII6 Tchaikovsky : Nutcracker suite highlights (Karajan) 
ERSOIO Smetana : Bartered Bride : Dances (Ku belik) _ 
EP7017 Tchaikovsky : Sleeping Beauty Ballet suite (Malko) 
EP700 Verdi : Forza del Destino & Luisa Miller a 
SEL1532 Tchaikovsky : Sleeping Beauty scenes (Karaj =e 
SELI534 Mendelssohn : Midsummer Night’s Dream seine (Kletzki) ae 
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rza del Destino & Norma 


ELISABETH. SCHWARZKOPF, soprano 
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Merry Widow : Vilja & Cavalier duet w. Kunz 
Traviata : Addio del passato/Butterfly : Un bel di 


SCBIO2 

CESARE —s: _ 

GIULIETTA A SIMONIATO, mezzo so 
71094 


MURIEL SMITH, mezzo 
NBE1I 1007 

RICHARD TAUBER, tenor 
Ccsi78 

RENATA TEBALDI, soprano 
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ER5028 
SELI538 
ER5047 
P106 
ERS5050 
SEL1522 
P109 
ER5045 
ERSO55 
ERSO23 
ERS053 
ER5056 


SEL1526 
SELI530 


: Lacerato a * Tu sul labbro 
Capuleti & Montecchi : Bell lent Carlo : Don fatale 
soprano 
Were you there, Swing low, Weepin’ Mary etc. 
Vienna woods, City of my dreams, Maiden my maiden, etc. ... 


Traviata : Addio del passato/Otello : Ave Maria _ 
Trovatore : Tacea la notte/Manon L. : In — trine 
Tosca : Vissi d ’arte/Butterfly : Un bel di ove 
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es BOHEME.” Di Stefano, Munsel, Albanese & Warren 

** CARMEN.” Habanera (Michel), Flower song (Jobin), etc. 

es as RUSTICANA.” Milanov, Merrill, etc. (Easter 
ae. 2 c.) 

es ANOVA.” Nuns’ chorus & Spanish Romance, Anni Frind, etc. 

** FAUST.” Act 3 scenes, Angeles, Gedda & Christoff one 

** LUCIA.” Arias Acts | & 3, Callas & di Stefano... 

** MIKADO.” Light Spare ra Com —— : : Isadore Godfre 

** MADAMA BUTTERFLY.” ve duet & Un - 4 Angeles a 


di Stefano am 
** PAGLIACCI.”" Angeles, Merrill & Warren 
“RIGOLETTO.” With Erna Berger, Jan Peerce, Warren & Merriman 

Questa o quella, Caro nome, La donna & Quartet nee - 

Ella mi fu... Parmi veder 4. Povero Rigoletto... Cortigiani ... 

Pari Siamo, > Filia . Mio ao re, Se non di voi, Non pariare 

OSCA.”’ h Callas, di Stefano & Gobbi 

Scene w. Recondiea armonia/scene with Vissi d’arte 

Act 3 : E lucevan le stelle & Final duet ine 
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Since the golden age of polyphony there 
has not been, I think, neither in Bach nor in 
Beethoven, such a profoundly moving piece 
of music as this, in which, at the final 
Amen, angels join with men in rapt 
adoration. 

Both Mr. Simoneau and the chorus rise 
to the heights of this sublime conclusion, 
and one must include Mr. Scherman in that 
tribute. A special word of praise, also, 
is due to the orchestra for their neat playing 
of the delicious little scherzo that depicts 
the neighbourly fluttering about of the 
Ishmaelite family as they carry out the 
orders of their father in succouring the Holy 
Family, and to Donald Gramm for his very 
sympathetic handling of the part of the 
Ishmaelite. Of the inspired Epilogue 
Berlioz wrote to his friend Humbert 
Ferrand, ‘‘ the entire work is summed up 
in this vocal peroration. It seems to me to 
contain a feeling of infinite, of divine, love. 
I thought of you as I listened to it”’. 

These touching words describe exactly 
what one feels, as the last sounds die away, 
about L’Enfance du Christ. 


PRAETORIUS. 8 Geistliche Tricinien. 
Kinderchor Bender conducted by 
Erich Bender. 

RHAW. 11 Weltliche Zwiegesange. 
Kinderchor Bender, [Ilse Brix- 
Meinert (discantviole), Ferdinand 
Conrad (recorder), conducted by 
Erich Bender. D.G.G. APM14003 
(12 in., 39s. 74d.). 

Michael Praetorius (1571-1621), musical 
scholar and composer, wrote innumerable 
works, among which are no less than sixteen 
volumes of Musae Sionae. It is from the 
ninth volume of this collection that the 
three-part sacred songs here recorded come. 
The last of the eight included is numbered 
209 ! 

The songs, or rather hymns, are settings 
of chorales, most of which will be well 
known to readers interested in this sort of 
music. The first is Nun komm, der Heiden 
Heiland and then follow Christ lag in Todes- 
banden, Ich ruf zur Dir, Herr Jesu Christ, Ein 
Feste Burg ist unser Gott, and so forth, the 
average length of each being about two 
and a half minutes. Praetorius sometimes 
puts the chorale in the lowest part, some- 
times divides it between the parts, and so 
on, treating the tunes with considerable 
variety. 

The children’s choir sings with astonishing 
accuracy of‘intonation, fresh and pure tone, 
and with an obvious and wholly captivating 
delight in their task. 

Georg Rhaw (under Rhau in Grove), who 
lived from 1488 to 1548, was cantor at St. 
Thomas’s School at Leipzig and then, in 
succession, a schoolmaster at Eisleben and a 
printer at Wittenberg, from which place he 
issued many first editions of Luther’s 
writings. 

His charming little songs, which last 
(with one exception) about two minutes 
each, are precursors of the German Lied. 
They are all in two parts and two of them 
are played on recorder and discant viol, 
instruments which are also introduced into 
others of the songs. The gem of this selection 
is The Song of Hildebrand, which lasts about 
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four minutes and in which there are treble 
and alto solos. All these songs are beauti- 
fully sung and as in the chorale-settings the 
children thoroughly enjoy themselves—and 
delight us. The recording is superlatively 
good. ' ALR. 


SCHUBERT. An die Leier, Op. 56, 
No. 2 (Bruchman); Der liebliche 
Stern (Schulz); An eine Quelle, 
Op. 109, No. 3 (Claudius) ; Sei mir 
gegriisst, Op. 20, No. 1 (Riickert) ; 
Fischerweise, Op. 96, No. 4 
(Schlecta) ; Geheimes, Op. 14, No. 2 
(Goethe) ; Nachtviolen (Mayrhofer) ; 
Widerschein (Schlecta) ; Friithlings- 
glaube, Op. 20, No. 2 (Uhland) ; Der 
Musensohn, Op. 92, No. 1 (Goethe) ; 
Der Jiingling am Bach, Op. 87, 
No. 3 (Schiller); Am Schwager 
Kronos, Op. 19, No. 1 (Goethe) ; 
Verklarung (Pope-Herder); Dem 
Unendlichen (Klopstock) ; Litanei 
(Jacobi). Bruce Boyce (baritone), 
Dorel Handman (piano). London 
L’Oiseau-Lyre OL50045 (12 in., 39s. 
73d.), 

It was a great pleasure to find Bruce 
Boyce doing full justice to his great gifts as a 
Lieder singer in almost every song on this 
disc. 

There is little or none of the unsteadiness 
of tone that sometimes marred his singing 
in his Wolf recital (OL50026: 7/54), his 
excellent enunciation and musicianly phras- 
ing are as much in evidence as ever, and he 
admirably varies his tone to match the wide 
range of moods covered in these songs. 

His singing of Friihlingsglaube is the one 
thing I do not like. Why tone so loud and 
so strenuous ? Where has the “ tremulous 
sadness ”’ of the poem gone to ? 

_ The occasional habit, which Bruce Boyce 
shares with Fischer-Dieskau, of making an 
unwanted crescendo, or one that is too 
loud in the context, spoils the upward 
phrase in the fourth bar of Litanet. What is 
wanted here, surely, is a slight diminuendo, 
as in rising phrases of plainsong—from 
which singers could learn much—thus 
etherealising the phrase. In Nachiviolen too, 
after a lovely start, Mr. Boyce presses on 
his tone too hardly in some of the phrases. 

He is at his very best in Verkldrung, that 
amazing song to Pope’s words, “ Vital 
spark of heavenly flame ”, which Schubert 
composed in his sixteenth year. The 
dramatic recitatives and, in contrast, the 
soft lyrical sections are splendidly sung, the 
latter with perfect control. Mr. Boyce is 
almost equally good in Dem Unendlichen, 
which begins with a fine bit of recitative 
and is followed by a noble cantilena : it is 
only in the final and difficult climactic 
phrase that one could wish the tone had 
rung out more freely. Still another song 
with recitative and cantilena is An die 
Leier, which is beautifully done. 

Turning to some: less well known songs 
it was interesting to find here the first of 
Schubert’s three settings of Der Fiingling am 
Bach, composed in his fifteenth year and, as 
Capel says, his first true song. (It is not 
included in the Peters Edition.) It has a 
remarkable descent into the minor key. Der 
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liebliche Stern charmingly depicts, in its 
accompaniment, the stars reflected in the 
rippling lake on a spring evening—they call 
to mind the poet’s own absent star. Mr. 
Boyce sings these songs very well and shows 
a nice sense of humour in Widerschein, which 
Capel describes as “ a smiling village idyll 
about a fisherman who spies his girl’s 
reflection in the brook”. Geheimes, to 
return to familiar songs, is also done with 
a smile in it. Sei mir gegriisst gives the singer 
a little trouble in its soft echoed phrases, 
but is most tenderly and movingly sung, 
while the boisterous moods of Der Musensohn 
and Fischerweise are fully realised. 

To want to comment on every song in a 
recording is always a sign of real enjoyment, 
but I must now go on to praise Dorel 
Handman for his admirable accompani- 
ments. The only criticism I have to make 
here is of his tendency to retard the last bars 
of a song—in Fischerweise for example— 
when there is no reason for this at all. I 
believe Elena Gerhardt has said that one 
should never make a ritardando at the end 
of a Schubert song unless he has so marked it. 


The recording is, in general, good, but 
in the first song the piano sounds a little 
hazy in tone, in the last song the level 
changes and both artists become a little 
distant, while at the start of An Schwager 
Kronos either Mr. Boyce has shifted his 
position or his microphone was not, at that 
point, fully turned up. But let there be no 
mistake: this is a most successful recital 
and one that shows every sign of dis- 
tinguished artistry. A.R. 


STRAUSS, R. Sechs Lieder, Op. 68. 
Erna Berger (soprano), Michael 
Raucheisen (piano). D.G.G. 
DG 16042 (10 in., 29s. 64d.). 

Strauss wrote this cycle of songs, to words 
by Clemens Brentano, in 1919 and I should 
not, myself, put them among his best 

Lieder ; but Erna Berger sings them with 

such conviction and artistry that they sound 

a good deal better than they probably are. 

It is a pity that only the German words, 
without English translations, are printed on 
the sleeve and I hope, in general, that the 

Heliodor Record Company come to realise 

that few record buyers in this country are 

fluent in German. The first five numbers, 

An die Nacht, Ich wollt’ ein Strausslein binden, 

Sdusle, liebe Myrte, Als mir dein Lied erklang, 

and Amor, are love songs, and the last one, 

Lied der Frauen, is a lengthy piece on the 

theme of men must work and women must 

weep, with a religious conclusion “‘ Praised 
be the name of the Lord ”’. I can imagine 

Zerbinetta, at last respectable and happily 

married, singing these songs, for the vocal 

line is often as florid as parts of her great 
aria in Ariadne. Even at less than his best 

Strauss wrote some lovely vocal phrases 

and Miss Berger, who has become closely 

identified with this cycle, makes the most 
of them and is undaunted, as one would 
expect of so notable an exponent of the 
part of Zerbinetta, by any of the difficulties. 

The voice is recorded close, the piano 
rather distantly, but one can hear that 

Michael Raucheisen is accompanying with 

great skill. A.R. 


F 
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VERDI. Quattro pezzi sacri. Aacheéner 
Domchor, Stadtisches Orchester, 
Aachen, conducted by Theodor B. 
Rehmann. D.G.G. DGMr18038 
(12 in., 39s. 7}d.). _ 

The four pieces of the title are Ave Maria, 

Stabat Mater, Laudi alla Vergine, and Te 

Deum. The Ave Maria is written in what 

Verdi called an enigmatic scale, that is an 

arbitrary arrangement of notes, C, D fiat, 

E, F sharp, G sharp, A sharp, B, C. He 

said of this piece: ‘‘ That isn’t real music, 

it’s virtuosity, or you might even say a 

sort of charade”: and it was not per- 

formed, or printed, with the rest of Sacred 

Music, though it is now included in modern 

editions. The words of the other un- 

accompanied piece are taken from the last 
canto of Dante’s Paradiso, and it was directed 
to be sung by “ quattro voci bianche”’. 

How far, I wonder, was the “‘ boys’’ tone 

required realised at the Paris performance 

of Sacred Music at which four famous 
operatic artists sang the Laudi, Ackte, 

Grandjean, Heglon, and Delna. Anyway 

it aroused, as I read in Carlo Gatti’s Verdi, 

the greatest enthusiasm of all: and the 
same thing happened at the La Scala 
performance. It is indeed a lovely little 
piece: but the master work of the four 
pieces is the Te Deum, the score of which 
Verdi asked might be buried with him. He 
opens the work with the plainsong intona- 
tion (the solemn tone) and quotes the plain- 
song setting again at Tu Rex gloriae. This is 
splendid music, a bold and dramatic treat- 
ment of the text, with some wonderfully 

vivid moments such as the sudden first 

entry of the orchestra at “‘ Sanctus ’’, and 

a touching end. After the confident 

singing of “‘In Thee have I hoped” by 

the eight-part chorus, the music sinks to a 

low pitch at “let me not be confounded 

for ever’, and there is a troubled silencc. 

Then a trumpet sounds three times, each 

time louder, with a solo soprano, in between 

each call, singing ‘‘ In Thee have I hoped ” 
and then “in Thee”, repeated by the 
whole chorus, the sopranos and solo soprano 
taken up to a high B natural, after which 
the music softly dies away. 

Stabat Mater is a straightforward four- 
part setting of the text with no verbal 





Paul van Kempen 

Paul van Kempen, who was born in 
Zoeterwoude near Leyden on the 16th 
May, 1893, died on the gth of December. 

As a conductor van Kempen was known 
mainly on the Continent but recordings of 
his work have appeared in this country on 
the D.G.G., Philips and Telefunken labels. 
As a student of the violin he was engaged 
at the age of seventeen by the Concertge- 
bouw Orchestra and later, in 1916, became 
leader of a German orchestra. Following 
this he gained experience as a conductor 
and in 1932 took over the Dresden Phil- 
harmonic Orchestra. After the last war he 
recommenced activities as a guest conductor 
from Holland and also directed many 
concerts for the Dutch Radio. In 1951 he 
renewed a former association with the 
Berlin Philharmonic Orchestra with whom 
he has made many recordings. 
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repétition and a fine climax at the end 
(Paradisi gloria) and some striking orchestral 
detail. 

The recording was made in the rever- 
berant cathedral at Aachen, which seems to 
have dictated that it should be recorded at a 
low level. The voices sound distant in the 
first two pieces (and surface noise is a little 
obtrusive), but there is an improvement 
thereafter and the Te Deum fortunately 
comes out best of all. The singing has the 
right feeling and the loss in tone and clarity 
of detail is partly compensated for by a gain 
in atmosphere. A.R. 


OPERATIC 


KALMAN. ‘“ The Gypsy Princess” — 
Excerpts. ‘* Countess Maritza °— 
Excerpts. Sari Barabas, Herta 


Staal, Rudolf Schock, Rupbert 
Glawitsch, Chorus and Orchestra 
conducted by Wilhelm Schiichter. 
Columbia 3351082 (10 in., 26s. 5d.). 


Two years ago a visiting Viennese team 
showed us what a smashing operetta was 
this Gypsy Princess. Emerich Kalman is 
not admitted to the sacred precincts of 
Grove’s dictionary presumably because he 
often included numbers which sound more 
like The Bing Boys than like Johann Strauss 
(one of them here “ Das ist die Liebe, die 
dumme Liebe” does sound very cheap 
musical comedy stuff, especially when sung 
a shade off key by the soubrette). But if 
you admit loving the Czardas in Die 
Fledermaus, it seems to me hypocrisy not to 
admit enjoying the yearning “ Weisst du es 
noch ? ”’ of this operetta also. ‘‘ Madchen 
gibt es wunderfeine”’ remains a marvellously 
catchy tune and the waltz ‘ Tausend 
kleine Engel singen ” could go on for ever 
as far as those who like such things are 
concerned. 

The Countess Maritza contains fewer out- 
and-out show-stoppers, but “‘ Einmal mécht 
ich wider tanzen ” and “‘ Sag ja mein Lieb ”’ 
will make others besides refugees from 
Hungary feel nostalgic. 

As pot-pourris go, these are quite good 
economical recipes getting everything in, 
without too great an effect of crowding or 
chameleon-changing of mood. Sari Barabas 
is “* just the job ”’ for the romantic heroines ; 
Schock gives us some melting head notes 
now and again. The other two soloists are 
not mightily distinguished and might do 
better by some of their numbers but, by 
and large, the whole affair, chorus, zithers, 
schmalz and yearning adds up to just what 
ze old zigeuner ordered, ja ! P.H.-W. 


LEONCAVALLO. Vesti la Giubba from 
** Pagliacci ”’. 

PUCCINI. Recondita Armonia from 
“Tosca”. Harry Secombe (tenor), 
with orchestra conducted by Walter 
Stott. Philips PB523 (10 in., 6s. od.). 


One knows of many tenors who seemed 
cut out by nature rather to be simple 
clowns. Here, in reverse, is a professional 
funny man known and liked by thousands 
of Televiewers and Radio listeners who 
turns out to be a tenor and one who can 
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sing the two favourites listed here in no bad 
fashion at all. I have certainly heard them 
much worse sung, and recently, in London 
by Italians and I know far poorer accounts 
on record—though I will name no names. 
The recording is quite solid and if the 
orchestra under Walter (alias Wally) Stot 
could have eased up a little and gone to 
work with a little more slancio, especially 
in the Puccini, it would have given the 
tenor more help. The curtailing of the 
Canio aria too is a mistake, but perhaps it 
won’t go on a ten inch otherwise. Mr. 
Secombe sings at full throttle, without 
nuance or any very endearing grace ; 
there is a suspicion sometimes of phrases 
going flat at the end of a note, but generally 
the line is fully and strongly sustained. 
Probably operatic collectors will think they 
know other finer versions, but those who 
buy this record because it is by Harry 
Secombe won’t be fobbed off with perform- 
ances which are below par and only issued 
because they are by a man famous for 
other things than tenoring. This voice is 
no made-up thing : it is there and not at 
all shamefully used. The climax at “ Sei 
tu!” in the Puccini aria makes quite a 
triumphant effect and the gulps at the end 
of the Leoncavallo are every bit as hearty 
as any we hear from the average Canio. 
P.H.-W. 


MOZART. Hier soll ich denn sehen; 
Wenn der Freude Trinen fliessen ; 
Constanze! .. . O wie angstlich 
from “Die Entfihrung aus dem 
Serail”. Wie stark ist nicht dein 
Zauberton from “ Die Zauberfléte ’’. 
Der Odem der Liebe from “ Cosi 
fan Tutte ”. Anton Dermota (tenor), 
Orchestra of the Stidtische Oper, 
Berlin, conducted by Artur Rother. 
Telefunken TM68047 (10 in., 19s. 6d.). 


This is a Telefunken recording of the 
kind which I know some people like and 
others find disagreeable. Its characteristic 
is the effect of a vast and deep echo behind 
the singer—I don’t mean one hears an 
echo, but the singer who is quite close to us 
seems to be perched over a great chasm of 
the earth, perhaps with a secret river far 
beneath. Perhaps for The Magic Flute that 
is not a bad décor, and he sings the Bildnis- 
aria very well, with lovely liquid flute going 
with it. But the effect is rather curious in 
the Seraglio pieces, in the first of them 
the long note sounds at once distorted and 
not free of falsetto—possibly an effect of 
the recording too, but at least not the 
virile, clear well sustained crescendo which 
some tenors have been able to bring to it 
(possibly Dermota himself on a Decca 
collection not yet available ?). 

Nowhere does Dermota sing quite as 
freely or beautifully as he seemed to do in 
“Dalla sua pace” in the Decca Don 
Giovanni under Krips, but the last Seraglio 
piece “‘ Ach, wie Angstlich ” is done with 
much style, taste and feeling, and unless 
you feel that German spoils it the Cos? 
aria “Un aura amorosa” is very attrac- 
tively done too. The orchestral contribu- 
tion is not wildly inspiring but full and 
resonant. P.H.-W. 
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Symphony No.5 in C minor, 


Opus 67 
The Concertgebouw Orchestra 
conducted by 
Erich Kleiber 


LXT 2851 
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SIBELIUS 


Symphonies: No.1—LXT 2694; 
No.2—LXT 2815 
Nos.3 & 7—LXT 2960; 
No.4 & Pohjola’s Daughter— 
LXT 2962 
No.5 & Night ride and sunrise— 
LXT 5083 
No.6 & Pelléas et Mélisande— 
LXT 5084 


The London Symphony Orchestra 
conducted by 


Anthony Collins 


BRAHMS 


Concerto No.2 in B flat major for 
Piano and Orchestra, Opus 83 


Wilhelm Backhaus 
with 
The Vienna Philharmonic Orchestra 
conducted by 


Carl Schuricht 
LXT 2723 


BEETHOVEN 


Symphony No.6 in F major, 
Opus 68— Pastoral’ 


The Concertgebouw Orchestra 


conducted by 
Erich Kleiber 


LXT 2872 
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PAGANINI 


‘Concerti for Violin and Orchestra: 


No.1 in D major; No.2 in B minor 
Ruggiero Ricci 
with 
The London Symphony Orchestra 
conducted by 
Anthony Collins 


LXT 5075 


BLOCH 


Voice in the wilderness; Schelomo 


Zara Nelsova 
with 
The London 
Philharmonic Orchestra 
conducted by 
Ernest Ansermet 


LXT 5062 


TCHAIKOVSKY 
Symphony No.6 in B minor, 


Opus 74— Pathétique’ 
L’Orchestre 
du Conservatoire de Paris 
conducted by 


Erich Kleiber 


LXT 2888 
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Concerto No.4 in G major for Piano 
and Orchestra, Opus 58 
Clifford Curzon 


with 
The Vienna Philharmonic Orchestra 
conducted by 


Hans Knappertsbusch 
LXT 2948 


ELGAR 
Falstaff 
The London Symphony Orchestra 
conducted by 
Anthony Collins 
LXT 2940 





MOZART 


LE NOZZF DI FIGARO 


Lisa delia Casa, Suzanne Danco, 
Hilde Gueden, Alfred Poell, 
Cesare Siepi with supporting cast 
The Vienna State Opera Chorus and 
The Vienna Philharmonic Orchestra 
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conducted by 
Erich Kleiber 


LXT 5088-91 


BORODIN 


PRINCE IGOR 


Valeria Heybalova, 
Melanie Bugarinovich, 
Dushan Popovich, Zharko Tzveych 
with supporting cast and 
The Chorus and Orchestra of 
The National Opera, Belgrade 


conducted by 
Oscar Danon 
LXT 5049-53 
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RICHARD STRAUSS 


DER ROSENKAVALIER 


Hilde Gueden, Sena Jurinac, 
Maria Reining, Ludwig Weber 
with supporting cast 
The Vienna State Opera Chorus and 
The Vienna Philharmonic Orchestra 


conducted by 
Erich Kleiber 
LXT 2954-7+ 


MUSSORGSKY 
BORIS GODUNOV 
Melanie Bugarinovich, Stepan 
Andrashevich, Miro Branjnik, 
Miro Changalovich, 
Branko Pivnichki, Zharko Tzveych 
with supporting cast and 
The Chorus and Orchestra of 
The National Opera, Belgrade 
conducted by 


Kreshimir Baranovich 
LXT 5054-6 
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JOHANN STRAUSS 


DIE FLEDERMAUS 


Hilde Gueden, Wilma Lipp, 
Julius Patzak 
with supporting cast 
The Vienna State Opera Chorus and 
The Vienna Philharmonic Orchestra 


conducted by 
Clemens Krauss 


LXT 2550-1* 


MOZART 


DON GIOVANNI 


Lisa della Casa, Suzanne Danco, 
Hilde Gueden, Anton Dermota, 
Fernando Corena, Cesare Siepi 
and supporting cast 
conducted by 


Josef Krips 
LXT 5103-6 


DIE ZAUBERFLOTE 


Hilde Gueden, Wilma Lipp, 
Léopold Simoneau, Walter Berry, 
Kurt Boehme, Paul Schoeffler 
and supporting cast 
conducted by 


Karl Bohm 
LXT 5085-7 


COSI FAN TUTTE 


Lisa della Casa, Emmy Loose, 
Christa Ludwig, Anton Dermota, 
Erich Kunz, Paul Schoeffler 
and supporting cast 
conducted by 


Karl Bohm 
LXT 5107-9 
all with 


The Vienna State Opera Chorus and 
The Vienna Philharmonic Orchestra 
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* German libretto with line-by-line English translation: 1/-, postage 3d. extra. 


t German libretto with line-by-line English translation and thematic guide: 


4/6, postage 3d. extra. 


Many other complete opera recordings are listed in the complete 
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Decca-group microgroove catalogue, including Der Freischuitz, Carmen, 

La Bohéme, Madama Butterfly, Parsifal, Die Meistersinger, Toscc, Aida, 

L’Heure espagnole, Pagliacci, Salome, Lohengrin, La Traviata, Rigoletto, 
Otello, Pelléas et Mélisande, L’Enfant et les sortiléges and 


The Turn of the Screw. Libretti are available for most of these issues. 
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STRAVINSKY 


PETROUCHKA 
LXT 2502 


THE FIREBIRD (Complete) 
LXT 5115 


L’Orchestre de la Suisse Romande 
conducted by 
Ernest Ansermet 
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ROSSINI RESPIGHI 


LA BOUTIQUE FANTASQUE 
The London 
Symphony Orchestra 
conducted by 


Ernest Ansermet 


LXT 2555 


TCHAIKOVSKY 
SWAN LAKE 
The London Symphony Orchestra 
LXT 2681-2 


THE SLEEPING PRINCESS 


L’Orchestre 
du Conservatoire de Paris 
LXI 2762-3 


both conducted by 
Anatole Fistoulari 


VAUGHAN WILLIAMS 
JOB—A masque for dancing 


The London 
Philharmonic Orchestra 


conducted by 


Sir Adrian Boult 
LXT 2937 


VERDI 
THE LADY AND THE FOOL 


The New 
Symphony Orchestra of London 
conducted by 
Robert Irving 


LW 5208 (medium play) 


JOHANN STRAUSS 
GRADUATION BALL 


The New Symphony Orchestra 


conducted by 


Anatole Fistoulari 


LXT 2848 


RIMSKY-KORSAKOV 
SCHEHERAZADE 


L’Orchestre du 


Conservatoire de Paris 


conducted by 


Ernest Ansermet 


LXT 5082 


ADAM 
GISELLE 
L’Orchestre 
du Théatre National de l’Opéra 


conducted by 


Richard Blareau 


LXT 2844 


BARANOVICH 
THE GINGERBREAD HEART 
he Belgrade 
Philharmonic Orchestra 
conducted by 
Kreshimir Baranovich 


LHOTKA 
THE DEVIL IN THE VILLAGE 
The Orchestra of the 
National Opera House, Zagreb 
conducted by 
Fran Lhotka 


LXT 5058 





BLOCH 
BEETHOVEN 


String Quartets: 
No.1—LXT 5071 
No.2—LXT 5072 


Nos.3 & 4—LXT 5073 ei Trio di Trieste 


Trio No.7 in B flat major, 


Opus 97— ‘Archduke’ 


The Griller String Quartet : LXT 2717 
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The Decca Record Company Limited, 1-3 Brixton Road, London, S.W.9 


SCHUBERT 
% Octet in F major, Opus 166 
String Quartet No.2 in F minor, The: Vine Cratat 


Opus 9; LXT 2983 
VAGN HOLMBOE 


String Quartet No.2, Opus 47 A KREUTZER 
, — ee and$ in E flat major, Opus 62 
The Musica-Vitalis Quartet [aR Shen Sapeer ins Hat enapan, Spee 
pare BS Members of The Vienna Octet 
LXT 5061 
LXT 2628 


NIELSEN 


RUBBRA 
Sonata No.2 for Violin and Piano, Opus 31; 
Frederick Grinke and Edmund Rubbra 


BERKELEY 
Sonatina for Violin and Piano and Theme and Variations for Solo Violin 
Frederick Grinke and Lennox Berkeley 
LXT 2978 


BRAHMS 
Sonatas for ’Cello and Piano: 
No.1 in E minor, Opus 38; 
No.2 in F major, Opus 99 
Pierre Fournier 
and 
Wilhelm Backhaus 
LXT 5077 


MOZART 
Quintet in A major 
tor Clarinet and Strings, K.581 
LXT 5032 


Divertimento in D major, K.334 


LXT 2542 
both by The Vienna Octet 


‘Posthorn Serenade’, K.320 


L’Orchestre de la Suisse Romande 


conducted by 
Peter Maag 
LXT 2671 


Piano Quartets: 
No.1, K.478; 
No.2, K.493 
Clifford Curzon 
and Members of 
The Amadeus Quartet 
LXT 2772 


‘Eine kleine Nachtmusik’, K.525; 
Divertimento in D major, K.136 
The Stuttgart Chamber Orchestra 
conducted by 
Karl Munchinger 
LX 3061 
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MOZART. Le Nozze di Figaro. 


Figaro Sesto Bruscantini (bass) 
Susanna Graziella Sciutti (sop.) 
Bartolo Ian Wallace (bass) 
Marcellina Monica Sinclair (con.) 


Cherubino Risé Stevens (mezzo-sop. ) 
Count Almaviva 
Franco Calabrese (bass) 


Don Basilio Hugues Cuenod (ten.) 
The Countess Sena Jurinac (sop.) 
Antonio Gwyn Griffiths (bar.) 


Barbarina Jeannette Sinclair (sop.) 
Don Curzio Daniel McCoshan (ten.) 
Glyndebourne Festival Orchestra 
and Chorus conducted by Vittorio 
Gui. Chorus Master: Peter Gell- 
horn. H.M.V. ALPS1312-ALP1315 
(four 12 in., £7 4s. 74d.). 


Karajan (10/52) 383CX1007-9 
Kleiber (11/55) LXT5088-91 


So soon after making passionate declara- 
tions about the Decca Figaro under Kleiber 
[ now find myself confronted by a challenger 
so urgent and, in its way also, so splendid 
that I feel like Captain MacHeath. “ How 
happy could I be with either, were t’other 
dear charmer away!” A thorn between 
two roses, a critic between two fires, I may 
best help the prospective chooser first by 
making some sweeping generalisations 
(which like all generalisations will prove 
faulty at a dozen detailed comparisons). 
The Decca set then was wonderfully 
spacious, clear and stylish: every note of it, 
all unhurried, with wonderful playing from 
the Vienna Philharmonic and some beauti- 
ful singing. This was a “classical” 
performance, finely captured on disc. 

Glyndebourne’s 1955 Figaro, in contra- 
distinction, is warm, romantic almost, com- 
pared to the Decca set, bustling and cosy 
at the same time, with a little more smile 
(maybe) and a little more a sense of living 
persons playing up the comedy with gusto. 
The recording is no less clear (or hardly so) 
but it is less spacious, the effect being— 
rightly, since it is to represent Glynde- 
bourne—the effect of Figaro in a small, well 
velvetted theatre. In Decca one was 
conscious of a great artist’s hand moulding 
and guiding. Perhaps you find that too 
awesome in the most enchantingly spon- 
taneous-sounding comedy ever written ? In 
this H.M.V. set Gui sometimes bustles it 
along, but he is never one to overawe. 
Indeed one thinks there is too much 
laisser-aller at times. One feels Kleiber’s 
tempi to have been deliberately chosen ; 
Gui’s to be “‘ as it came’, suitable to the 
mood of the'cast. Compare the terzet “‘Cosa 
sento” and the choral entry in Act 1 in each 
case. They are revealing. Kleiber evidently 
believes absolute truth and distinctness the 
thing ; and he wishes to make a striking 
contrast with the choral entry. Gui in no 
such way imposes himself ; and the chorus 
is . . . well, just the servants coming in to 
salute the master on this happy day. 

The above, as I say, are generalisations 
intended to help the intending purchaser, 
but perhaps confusing him more than ever. 
Let us compare casts more closely. 

In pursuance of the distinction which I 
izel to the general one, heré Risé Stevens is 
« much warmer and more romantic 
Cherubino than Danco on Decca. Neither 
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lady perhaps makes a very juvenile im- 
pression, but there is a warm sigh from the 
heart in Miss Stevens’ pageboy in ‘‘ Non so 
pit” and in “ Voi che sapete”’ (neither 
of them rushed here, either): her last 
* Parla d’amor .. .” is thrown off much 
more in the old-fashioned style (almost like 
Patti!) than Danco’s. Yet in some ways 
the American mezzo is_ perhaps less 
scrupulous a musician than the Belgian 
soprano. 

Some people have told me that they find 
Gueden’s Susanna uncharming on Decca, 
and I agree that there was no great sparkle 
and that her ‘‘ Deh vieni”’ was less good 
than Seefried’s (Columbia) and a shade 
disappointing. Mostly I found her very 
reliable however. In this set Graziella 
Sciutti (who looks lovely as we know) is 
possibly a more endearing Susanna (and 
really Susanna is the key to Figaro). She is 
quite well in the part, her Italian and her 
feeling for the music sound second nature ; 
her famous numbers are not without 
blemish, (e.g. one untuned note in “‘ Venite 
inginocchiatevi ’’) and in ensemble she does 
not always quite take the responsibility or at 
other times blend as well as Gueden who 
had a slightly larger range of expression. 
But in the recitative, with the Countess 
Jurinac for instance, the H.M.V. mistress 
and maid sound much more at home than 
the Viennese ladies, Gueden and Della 
Casa (actually Swiss), on Decca. When 
they sing together however as in the 
ravishing dictation duet “Sul aria’’, I 
slightly prefer Decca to H.M.V. in the 
matter of tone and blend. (De gustibus .. . 
it is as difficult as discussing brands of tea ; 
important to stress that these are in any 
case very fine blends!) Sena Jurinac is I 
think the more dramatic and slightly the 
more musical of the two countesses, but I 
miss from her two big set pieces the radiance 
of tone captured from Della Casa so well 
on Decca. Jurinac sounds a little worried 
about the support of her voice, as if she 
might not be able to finish her phrases in 
** Dove sono ”’ as spaciously as she would 
like ; and at such times, her production is 
apt to close up a little ; an effect which the 
close-in recording exaggerates. H.M.V.s 
three ladies (not to mention the capable 
Monica Sinclair as Marcellina and a 
beautifully true little Barbarina by Jeannette 
Sinclair) seem to me as voice types more 
what I would expect: light, mischievous 
Susanna, maturer, darker Countess, mezzo 
page; whereas Decca differentiates the 
roles differently, with three very clear 
soprano timbres. 

On the male side, I prefer H.M.V.’s 
Almaviva on the score of language. Cala- 
brese may not be as good a stylist as Poel 
but his Italian temper comes over magnifi- 
cently: yet his duet with Susanna 
(** Crudel ”’, etc.), is not one of the triumphs 
of H.M.V.’s performance—it lacks nuance 
from both parties. As between one Figaro 
and the other I am at a loss to choose ; 
both are so good in such different ways. 
Decca’s Siepi has much the bigger voice 
and much the wider range in a more wide 
ranging performance, but in this more 
intimate, cosy H.M.V. version, Bruscantini 
(the more baritonal) bustles about most 
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pointedly and is amusitigly “‘ human ”’ and 
funny when put out of humour. The same 
attribute of humanity also applies to this 
Don Basilio, Hugues Cuenod, who like 
Decca’s Murray Dickie seems _ indeed 
almost flawless in an important minor role: 
he too gets his last act aria. Ian Wallace’s 
Bartolo is nearly a match for his Decca 
vis-a-vis, indeed more humorous in his aria 
and even the gardener of Gwyn Griffith is 
very much a personality. These are 
characters all and no mere concert con- 
tributors. But both in the singing and more 
still in the orchestral contribution I hear a 
finer edge of nuance in the Vienna set than 
in the Sussex one. If however, you know 
and love your Glyndebourne it seems likely 
you will prefer this H.M.V. The truth is: 
as between, say, Kleiber plus Della Casa, 
or Gui plus Jurinac there is little enough in 
it. Each is a case of two pairs of fine 
artists bent on realising to the full the 
beauty of the music; and the result can 
be argued over for ever. 

The Vienna version on eight sides was 
exceptional in having every note. This on 
seven (a few shillings cheaper therefore, one 
side left blank) is the usual Glyndebourne 
length—omitting Marcellina’s “ I] capro e 
la capretta”’ in the last scene and a few 
scraps here and there. But cut-ness or 
completeness are not the deciding factors: 
those must remain a matter of personal 
affinity—with one set of voices or one 
conductor’s approach. I end slightly in 
favour of Decca still—whose Figaro seems 
to me classical. Maybe you prefer romanti 
cism ? P.H.-W. 


SAINT-SAENS. Arrétez, 6 mes fréres; 
Printemps qui commence (Act 1). 
Amour ! viens aider ma faiblesse ; 
Se pourrait-il; Mon coeur s’ouvre 
a ta voix (Act 2). Vois ma misére; 
Bacchanale ; Gloire a Dagon 
vainqueur (Act 3) from “‘ Samson et 
Dalila”. Jam Peerce (tenor), Risé 
Stevens (mezzo-soprano), Robert 
Merrill (baritone), Robert Shaw 
Chorale conducted by Robert Shaw, 
Members of the N.B.C. Symphony 
Orchestra conducted by Leopold 
Stokowski. H.M.V. ALP1308 (12 in., 
398. 74d.). 

Saint-Saéns’s stately Biblical opera con- 
tains a lot of grand music and a ballet and 
a seduction scene which are enormously 
popular, being good theatre and sumptuous 
melody of the kind which only the very 
stuffy resist. The tune of “ Mon coeur 
s’ouvre 4 ta voix ”’, like the tune of Le Cygne, 
is recognised, even by those who hate such 
things, as flawless of its kind. The opera in 
the theatre creaks, all the same, and might 
for that very reason prove best for gramo- 
phone listening, but I think this length of 
potted Samson is about all of it one would 
really reasonably want to (There 
is an indifferent French Odeon version with 
Heléne Bouvier on countless 78’s.) 

This is not French—indeed sometimes 
one is tempted to add, “ Far from it ! ’— 
though everyone concerned is trying to sing 
his or her best in that difficult language. It 
seems to have put Samson off his stroke. 
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Jan Peerce sings downright disagreeably 
some of the time and his “ corkers’’, the 
B flat at the end of the seduction, and the 
same note which brings down the house 
(of Dagon) amid very realistic screams and 
crunching of bones, are ugly notes, hard, 
coarse, and as though causing pain. Merrill, 
who has a lovely voice, cuts no figure at all 
as the High Priest, but Stokowski is very 
much the virtuoso conductor in_ the 
Bacchanale, which is finely recorded and 
played. ‘The chorus sings well though in 
curious French. 

But the whole idea—and the lion’s share 
—of the record is a generous helping of 
Miss Stevens’s Delilah which I have no 
doubt looked seductive and often sounds so, 
for there are some lovely tones in this 
American mezzo’s voice and she clearly 
loves the music, even to a point of getting 
rather carried away and out of breath in 
the second verse of “‘ Mon coeur ” and the 
return sweep of “‘ Amour!” Then a faint 
wobble is very out of place in this marmoreal 
monument, and any slackening of the 
palate or lack of nasal resonance at once 
makes the singer sound too hooty and 
utterly un-French. Miss Stevens avoids 
these pitfalls but—as it were—slightly shies 
at them, in fair-to-middling French. For 
connoisseurs, it is worth noting that she 
sings through the rest marked before “ Ah 
réponds”’, and takes the breath between 
the words. The next one, of course, is 
attacked on the D flat, and she doesn’t need 
the quick gulp before the B flat. Practice 
varies ; the bridge-over into the “‘ chorus ” 
tune is undoubtedly more effective in a way, 
even if it isn’t strictly what Saint-Saéns 
wrote. The other two solos she also carries 
off quite creditably, but there is nothing 
here on the level of that old Columbia, still 
obtainable, LX385, in which Georges Thill 
and Germaine Cernay sing the love scene 
so beautifully. All through “‘ Mon coeur ” 
Mme Cernay sustains a lovely strong, 
vibrant column of sound. 

My ideal Samson would be cast rather 
differently. Meanwhile this is a hearty and 
often luscious potting by a Delilah who did 
well by this role in the U.S.A. and is 
welcome here. P.H.-W. 


SMETANA. “ The Bartered Bride ”°— 
Excerpts. Hilde Zadek (soprano), 


Hans Hopf (tenor), Otto Edelmann 
(bass), Vienna Symphony Orchestra 
conducted by Wilhelm Loibner. 
Philips NBL5024 (12 in., 33s. 114d.). 

In principle there should be a lot to be 
said for a potted (and bartered) Bride. 
But is this one as well potted as it could be ? 
I doubt it. The orchestral playing and 
recording are first rate ; but we can get the 
overture independently elsewhere ; also the 
Polka, the Furiant and the Tumblers 
Dance. However nice to have them here, 
they do take up a lot of band-space—if we 
are to think of this as an opera. There is 
no chorus contribution, which is surely to 
give a wrong idea of the very chorussy 
effect of the opera in the theatre. The 
soprano’s two arias, the duets for the 
pairs in the first and second acts, the duet for 
Kecal and Jenik and a final trio—these are 
pleasant enough, yet taken all through, 
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which is how one kas to take a pot pourri 
in fact, they hardly make an impression of 
the opera as a whole. 

Perhaps if the performances of the singers 
were more enjoyable one would overlook 
this architectural disappointment. But 
Zadek seems to have been recorded on an 
off day and also, I think, sounds too remote 
as well as too tentative to give real lasting 
pleasure such as Sena Jurinac’s singing of 
the big solo (H.M.V., alas now deleted). 

At Covent Garden Elsie Morrison 
achieves a far more steady and fine line in 
this A flat aria. Then, if I can’t hear the 
work in Czech as in that magnificently 
robust Prague issue (Supraphon), with the 
exciting congested explosions of consonants, 
I’d sooner hear it in English than in 
German. Neither Hopf nor Edelmann 
sound quite right; and the love-quarrel 
duet has not a fraction of the bounce and 
lusty village snap in it that distinguished 
the Czech version alluded to. One never 
feels that these lovers care at all, they’re 


just contributing to a concert. High 
standard of recording all the same. 
P.H.-W. 


VERDI. Aida. 
Aida Maria Meneghini Callas (sop.) 
Radamés Richard Tucker (ten.) 
Amneris 
Fedora Barbieri (mezzo-sop.) 
Amonasro Tito Gobbi (bar.) 
Ramphis Giuseppe Modesti (bass) 
The King of Egypt 
Nicolai Zaccaria (bass) 
A Messenger Franco Ricciardi (ten.) 
Priestess Elvira Galassi (mezzo-sop.) 
Orchestra and Chorus of La Scala 
Opera House, Milan, conducted by 
Tullio Serafin. Chorus Master: 
Norberto Mola. Columbia 33CX1318- 
20 (three 12 in, £5 18s. 1o4d.). 
Recorded in co-operation with “ E.A. 
Teatro alla Scala”, Milan. 
Erede (12/52) LXT2735-7 
The Decca set was a very good one, and 
my verdict—after hour-long playing of the 
great work, one set against the other, scene 
by scene—is that it remains the better LP 
recording of the opera—for the time being ! 
But ultimately H.M.V. will give us their 
version, with Bjérling as Radames, Warren 
as Amonasro and Milanov as the heroine. 
Meanwhile I have also been back to the 
sets in which Giannini and Arangi Lombardi 
respectively took the name part ; and the 
truth is frankly that Aida, which must always 
be the singers’ opera par excellence, is 
today harder to cast, even satisfactorily than 
it was in the twenties. Even then, such 
things as Mme Callas’s high C in an other- 
wise ravishingly phrased “‘ O patria mia ”’ 


would not have been passed—for it is shrill, _ 


forced in quality and it has a zagging beat 
in it which is like a saw going through a 
plank. At least Tebaldi on Decca managed 
a glorious steady note there. The effect of 
the heavens opening, a radiant star-like 
note—when, if ever, do we hear the real 
thing ? 

I don’t make the mistake of thinking 
Aida is all high C’s. I do not pretend that 
the importance of such a climax is every- 
thing. But I believe that no one likes Aida 
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at all who does not passionately care for 
noble singing, and it is as a singing perform- 
ance (quite apart from recording) that | 
rate this new Columbia slightly beneati 
the existent Decca set. Be it said at once 
though, that Richard Tucker is a far more 
artistic and tolerable Radamés than Mario 
Del Monaco, no less exciting, much less 
brutal and nearly always accurate. (A slight 
lapse in the tomb duet at those straining 
F’s in “ La fatal pietra ”, but then nobody, 
least of all the chorus which comes in wrong, 
is on top form in this scene of Columbia’s, 
whereas Decca’s, with one angelic head- 
note from Tebaldi is better, fatiguing 
though Del Monaco’s fortissimo may grow. 


Beside Tucker, (who is an advantage 
clearly for his performance, though a shade 
lachrymose), is urgent and exciting, almost 
like Lauri-Volpi’s yet never unmusical, 
there is the fact that Serafin sometimes gets 
a more exciting bend on the music than 
Erede. But the per »rmance does not seem 
so carefully prepare.i as Erede’s for all that; 
and there are quite a few smudgy details 
besides the aforementioned chorus entry in 
the tomb scene. In La Scala, I think one 
would have been on one’s feet yelling 
applause at the end of the Triumph scene: 
Tucker and Callas, whatever the quality, 
are thrilling in their sheer loudness and “ go” 
but the finale of this scene occurs in this set 
at the end of a side (on Decca in the centre 
of a side) and frankly the quality as repro- 
duced on the pressings I have been playing 
is dreadfully coarse. So it is, too, in the 
thunderous “Su dunque ”’ episode of the 
duet between Aida and her father (the 
kernel of the opera, to me the most over- 
whelmingly exciting pages in Verdi). Here 
I had expected Gobbi, a great artist, to 
show a clear advantage over Protti, com- 
yetent artist in this duet, but Gobbi in fact 
does not quite reach his best—there is a 
suspicion of shouting and of distortion also 
and while Protti on Decca manages the 
heart-searching upward curve cf Pensa che 
un popolo with what one feels to Ue the very 
best he can give, I have actually heard 
Gobbi in the flesh do it more nobly. 


In this Nile scene, all the vocal chickens 
come home to roost. Let us take them in 
order: this Ramphis is slightly less grand 
than Decca’s, and Barbieri is slightly less 
the fine-grained Amneris which Stignani 
suggested in the lovely little prayerful 
affirmation before she withdraws to the 
temple. (Barbieri’s judgment scene, how- 
ever is terrific, beefy, unsparing, and 
sweeping us off our feet at the frase larga (or 
“ swell”) of “* Voi la terra i Numi ”, etc., 
railing at the priests in a way that Stignani 
was able to do twenty years ago in her 
H.M.V., not her Decca, Amneris.) 


Enter Aida: Callas is a great artist. I 
believe that at any time she would be so 
considered and having recently heard her 
Lucia from the second row of the stalls, I 
aver that faults or no faults, one is in the 
presence of a tremendous singing-artist 
whose will-power and art are brandished at 
you in such a way that faults “ mean” 
nothing. Often in this Nile scene in the 
silence under the moon, she will caress a 
phrase as lovingly as Kreisler or Mischa 
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Elman, fining her voice, colouring it, giving 
the words a heartfelt meaning which—that 
hall-mark of his histrionic genius—surprises 
us. Just as in the sentence in the Forza 
monastery scene, * Vergin m’ assisti”’ she 
gets far more out of the dramatic meaning 
than her rival Tebaldi, so here too there are 
dramatic points wonderfully brought off 
which Tebaldi, ever steady and appealing, 
hardly makes us notice. Yet Tebaldi is so 
much steadier, and produces tone which is 
so infinitely more sympathetic that one 
cannot in the long run and for repeated 
playing fail to prefer the suave Italian to 
the agitating American-Greek soprano. At 
least so say I, with my ears unable to rid 
themselves of the memory of the toppling 
yowl of Mme Callas’s high A and high C, 
even if real tears stood in my eyes as she 
cried to Tito Gobbi: ‘“‘ Padre, son mala- 
dirmi; schiava non son”: which is 
marvellous, like Lucia’s ‘* Alfin son tua ”’. 
an artist, but how incomplete—to alternate 
ecstasy and irritation ! 

Perhaps I have not sufficiently suggested 
that this is a very exciting performance in 
many ways; it is its shortcomings as a 
classical account of a classic which worry 
me, though they may not worry others so 
much. I should say it was, in total effect, 
a shade more exciting in the vulgarest sense 
of the word, than Decca’s ; but then the 
recording is by no means flawless and I 
have not been able always to avoid a haze 
of distortion (e.g. even in the Amonasro- 
Aida duet) or some groove jumping in the 
overloaded, tutta forza passages of the 
Triumph. 

The impression made by recording varies, 
of course, but Decca’s is to my taste (and 
machine’s) more spacious and true. Equally, 
I suppose, views of singing divide us like a 
sharp sword. It is up to each Aida-lover 
(meaning anyone who cares for Italian 
music at all) to make personal trial and 
decisions: for, say, the comparative excel- 
lence of Tucker’s ‘“‘ Celeste Aida’”’, or 
Gobbi’s *‘ Anch io pugnai” (in Act 2), 
Barbieri’s tremendous bull-at-a-gate attack 
in the Judgment scene; and passim, the 
fascinating art and prodigious personality 
of Mme Callas—faults and all. But my 
verdict (awaiting an H.M.V. Aida) 1s still 
in favour of Decca, Tebaldi and the slightly 
securer performance and recording. 


P.H.-W. 


SPANISH RECORDS 


CANTE JONDO. Rafael Romero (flam- 
enco singer), Andres Heredia (guitar), 


Rafael Heredia (dancer). London 
International WBVg1109 _ (10 in., 
20s. 4d.). 

FLAMENQUERIA. As above. London 


International TWBVog1108 (12 in., 
32s. 44d.). 

FLAMENCO SONGS, Vol. 2. Carboner- 
illo de Jerez with guitar accompani- 
ment. Felsted SDL86029 (10 in., 
22s. 74d.). 

Over the exact dividing line between the 
old traditional cante jondo of Andalusia and 
the more modern and gipsified cante flamenco 
the authorities all wrangle happily. Never- 
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theless, there is a distinction between them, 
mainly concerned with the types of pieces, 
their melodic range and their mode: 
unfortunately the terms are used so loosely 
these days that few people—even Spaniards 
—treally understand which is which. (There 
is a characteristic story told of Falla—who 
was a real expert—being turned on angrily 
by a Holy Week crowd because he protested 
at the impure style of a saeta singer.) 


Of the three discs mentioned above, only 
one, the second, is accurately titled ; and 
by a pleasing coincidence it is also the best. 
Rafael Romero is not among the greatest 
flamenco singers, but he is capable enough, 
if rather lacking in intensity (which doesn’t 
mean that he doesn’t shout). He is in quite 
good form with a Soled and a Tarrento. There 
are also two excellent guitar solos—an 
Arabesca and a Farruca—and a neat-footed 
danced Lapateado. 


Of the eight items on the so-called cante 


jondo disc, only one is certainly jondo and 


the sleeve-note can be disregarded as being 
completely inaccurate on almost every 
point. There is a more studio-conscious 
atmosphere than in the previous record, 
and the artists show up to rather less 
advantage. The guitarist contributes nothing 
quite as good as in the other disc, and the 
singer moves us not at all: compare his 
performances with those of, say, the Nifia 
de los Peines and hear the difference. The 
best items here are Aires de la Sierra and a 
Jaleo de Estremadura. I cannot feel that for 
the purposes of the gramophone the dancer 
is of much assistance. 


The last disc is just the job for Cousin 
George who once went on a ten-day coach 
tour of Sunny Spain and has laid the law 
down about the place ever since. Convinced 
as he is that every male Spaniard is a Don 
Juan and that the women habitually dance 
with red roses between their teeth, he will 
just adore these songs and tell you all about 
flamenco. He will (reasonably enough) 
admire the singer’s extreme flexibility and 
his compass extending high into the falsetto 
range, but won’t notice that he is frequently 
flat on high notes and can’t get down to the 
low notes in La luna y el sol. Don’t spoil his 
fun by telling him that these pieces are 
about as flamenco as he is, and that they 
are all composed cafe-type songs. After 
all, that’s what the Spaniards put on for 
the tourists. LS. 


DANZAS FLAMENCAS. 
gitana; Fandango; 
Tientos clasicos;  Tientos por 
zambra; Seguiriya; La Cana; 
Alegrias; Sevillanas; Peteneras; 
Bulerias. Jose Greco and Com- 
pany. Brunswick LAT8076 (12 in., 
37s. 64d.). 

What with stereophonic tapes, synthetic 
sound and all the rest of it, I realised, when 
I saw this label, that I must be getting left 
behind in the march of modern recording 
marvels: I hadn’t known that it was 
possible to reproduce purely visual things 
on these familiar black discs. But there is 
the label: no mention of the guitarist or the 


Zambra 
Soleares ; 
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two flamenco singers, but the helpful 
information that the choreography is by 
Jose Greco. This is really something new: 
now you wait until you hear my records of 
the colour spectrum and my décor for 
Hamlet. 

The artists are given as “* Jose Greco 
and Company ’’, and certainly a lot of 
people stamp about and click their heels 
energetically (though they may be sitting 
down to it for all I know) ; others rattle 
castanets, and there is the odd snatch of 
speech. But who really sets out to buy the 
sound of stamping feet, solo or accom- 
panied ? The success of this record surely 
must rest on the anonymous musicians. The 
guitarist is excellent ; the man singer (save 
in La Cana, which didn’t convince me) puts 
up as good a show as he can when his 
melismata have to fit the metrical shape of 
dance steps; and the woman singer, 
scarifying as her voice sounds in the high 
register, really understands the art of that 
ecstatic long extension of phrases without 
drawing breath, which is one of the 
characteristics of good flamenco. There is 
a most exciting Sevillanas on side 2. By the 
way, as so often with to-day’s LPs, don’t 
be misled into playing the disc straight 
through—the surest way of becoming bored 
with this material. L.S. 


FIESTA IN MADRID. Jardines de 
Granada (Torroba) ; Boda de Luis 
Alonso (Gimenez) ; Escena y danza 
charra (Gombau) ; Agua, azucarillos 
y aguardiente (Chueca) ; Danza del 
destino (Gombau) ; El gato montés 
(Penella); Habanera de Monte 
Carmelo (Torroba); Zapateado 
(Bretén) ; Leyenda del beso (Soutullo 
y Vert); Amtequera (Torroba) ; 
Baile de Luis Alonso (Gimenez) ; 
Vito (Lope). Orquesta Zarzuela de 
Madrid (Frederico Morena Torroba). 
Brunswick AXTL1077 (12in., 39s.74d.). 

Some of these zarzuela extracts we have 

heard before, on London International 
discs, so that there is a convenient com- 
parison to hand—and an identification too, 
since the label does not give details of what 
part of the operettas is to be played. This 
orchestra sounds smaller, rather livelier if 
less polished than the Madrid Chamber 
Orchestra, and is recorded more brightly, 
with less resonance (and hence less woolli- 
ness). The Intermezzo from Leyenda del beso 
is started from a few bars earlier than on 
TWo1004 and is played in a different, more 
ingenious, orchestration: well done, too. 
Of the Intermezzi from the two Gimenez 
pieces, El Baile hasn’t the delicacy and 
finesse shown on TWo91020—the castanets 
in particular are over-enthusiastic—and the 
woodwind imitations are not so well 
balanced ; La Boda (very fuzzy in the 
London issue) is deliciously pointed in 
playing, and the Rossinian final comedy is 
infectious—but the fortes are a bit raucous, 
and there is a slight rise in pitch towards the 
end. The Agua, etc. (Water, candy and brandy 
is easier) extract turns out to be not the 
sparkling Straussian overture, but the final 
dance chorus in orchestral form: like this 
the detail is far clearer than on Wogr1016. 
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Of the items new to English gramophone 
lists, Bret6én’s gay bustling dance (it is No. 4 
of his Escenas andaluzas) must take pride of 
place. It is rather like a tarantella, with 
a constant interplay of 3/4 and 6/8, and is 
a scherzo which I cordially recommend to 
any interested parties as a cinch for the 
general repertoire. Who Gombau is I have 
no idea (perhaps the sleeve-note will say) ; 
but his two pieces are well written and 
indicate a musical mind: the first is an 
impressionist scene (with a nice clock-chime) 
leading to a heavily-accented dance at first 
over only a drum rhythm: the second, 
built up over a string ostinato phrase, 
makes a strong cumulative effect. El gato 
montés may be the best-known operetta of 
Penella (b. 1880), but I found his harmony 
and general treatment vulgar—suitable only 
to the bullring which has adopted it—and 
the recording here too congested. There is a 
zestful arrangement of the popular Vito 
which makes effective use of mandolines in 
the orchestra. And finally the conductor, 
whose Luisa Fernanda has been widely 
praised, contributes three pieces of his own 
which, however, lack the distinction of his 
excellent zarzuela. All in all, a cheerful 
record to have around. LS. 


(2) FLAMENCO DANCES, (5b) CLASSIC 
SPANISH DANCES. Inesita (dancer) 
accompanied by (a) Juan Martinez 
(guitar), (6) Pablo Miquel (piano). 
Nixa NPL 18000 (12 in., 39s. 74d.). 

Among the most pointless and boring 
discs I have ever forced myself to sit through. 

Is there a market for recordings of loud 

rhythmic stamping, clapping and castanet- 

rattling to the accompaniment of a guitar 
or piano ? I suppose so, otherwise people 
wouldn’t issue them. But I find it merely 
irritating to hear, let us say, Albeniz’s 

Cérdoba clicked and clacked through, even 

if Inesita does keep time. This is like having 

sound only during the breakdown of a TV 
picture on which it depends for its interest— 

but extended for two whole LP sides. L.S. 


JOSE GRECO BALLET. El baile de 
Luis Alonso (Gimenez); Mosaico 
Sevillano (Torroba); Danza del 
Contrabandista (Sandoval); Madrid 
1890, from Agua, azucarillos y 
aguardiente (Chueca); Leyenda 
de la Petenera: Viva Castilla 
(Machado) ; Rinc6én Flamenco 
(trad.) ; Cérdoba (Albeniz) ; Zapa- 
teado (Bretén). Orquesta Zarzuela 
de Madrid conducted by Roger 
Machado. Brunswick AXTL1074 
(12 in., 39s. 74d.). 

Some of this is the same material as is to 
be found in the “ Fiesta in Madrid ” 
record (AXTL1077) reviewed elsewhere, 
but with knobs on. The knobs being, of 
course, clicking castanets and stamping feet. 
I suppose if you’ve just come back from 
seeing a performance by the Jose Greco 
Ballet this will serve as a vivid reminder ; 
but I am sufficient of a heretic to prefer to 
hear just the music of Bretén’s <apateado or 
Albeniz’s Cordoba without extraneous noises. 
Still, the orchestra can be heard (playing 
quite well, too), and at least the clicking is 
fairiy rhythmical. In some scenes from 
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Chueca’s Water, Candy and Brandy we are 
given the stage dialogue as well ; there is a 
sung sketch of two village girls and a youth 
which is evidently amusing on the stage ; 
and there is the inevitable flamenco offering, 
with a zambra, soleores and farruco to guitars 
only, and with a good singer, Chinin de 
Triana. L.S. 


POETRY and DICTION 


AN EVENING WITH ROBERT BURNS. 
Introduction from the “Epistle to 
John Lapraik” (Gilmour); Song: 
The Learig (Fraser) ; My love she’s 
but a lassie yet (Robertson) ; My 
hairt is sair (Mullay) ; Scots wha 
hae (Westcott), Poem: Tam O”’ 
Shanter (Forrest) ; Mary Morrison 
(Gilmour) ; John Anderson, my Jo 
(Forrest); Song: Ca’ the yowes 
(Robertson) ; Comin’ thro the Rye 
(Fraser); Gone are the joys of the 
morning (Mullay); Poem: To a 
mousie (Gilmour); Duet: My 
Spouse Nancy (Robertson and Fraser) 
Poem: Sic a wife as Willie had 
(Gilmore). Ian Gilmour, Meta 
Forrest (speakers), Margaret Fraser 
(soprano), Constance Mullay (con- 
tralto), Duncan Robertson (tenor), 
Frederick Westcott (baritone). 
Saltire Music Group directed by 
Hans eim. Song and Chorus : 
The Soldier’s Song (Westcott) ; 
Chorus: The Quodlibet from ‘“ The 
Jolly Beggars”, Accompaniment by 
Hans Oppenheim (piano). Zorian 
String Quartet. Columbia 33CX1317 
(12 in., 39s. 74d.). 

In the sleeve note of this disc Maurice 
Lindsay, author of an admirable biography 
of its subject, writes: ‘‘ Burns Nights, held 
round about January 25th all over the 
world, are rarely noticeable for the wisdom 
of the speeches or the abilities of the per- 
formers”? and evidentially considers them 
to be little more than an excuse for “a 
good annual binge ”’. 

However that may be, the disc above 
offers authentic fare by a group of Scotland’s 
leading young artists and I should like to 
think that, on more sober occasions than 
Burns Nights, Scots folk would warmly 
respond to it: indeed I feel sure that they 
will. 

Sassenachs, and other foreigners, may 
well find the poems, so beautifully spoken 
by Ian Gilmour and his wife, Meta Forrest, 
sometimes hard to understand without a 
copy of the poems. Here, for example, is a 
stanza from the Epistle to John Lapraik (an 
elderly farmer-bard) : 

Gie me ae spark o’ nature’s fire 

That’s a’ the learning I desire ; 

Then tho’ I drudge thro’ dub an’ mire 

At pleugh or cart, 
My muse, tho’ hamely in attire, 
May touch the heart. 

With the text under one’s eyes there is no 

difficulty in picking up words that have a 

different accentuation to that in English 

and may be puzzling without. 

Tam O’ Shanter, in this collection, is a 
long poem—lasting about ten minutes—of 
a very dramatic character (Malcolm 
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Arnold took it as the “ programme” ;; | 
his recently composed Overture) and it : 
spoken by Miss Forrest so vividly an! 
urgently that the whole weird scene—whic)) 
involves a company of witches—com: ; 
horrifyingly before one. This is a real tou:- 
de-force. 


The songs, all except the last two 
numbers, are sung unaccompanied: and 
are all done with such charm and musician- 
ship that it seems invidious to pick out any 
one. But I must make special mention of 
Duncan Robertson’s (no relation !) Ca’ the 
yowes and Constance Mullay’s My hairt is 
sair as being especially appealing. 

The concerted numbers from The Jolly 
Beggars (a ballad opera) are accompanied 
by Hans Oppenheim and the Zorian 
String Quartet and are so gay and delightful 
that one would like to have more of the 
piece recorded, and have more, too, from 





Mr. Oppenheim’s “ Saltire Singers ”’, 
from which group these artists are drawn. 
The recording is very good. ALR. 

FERDINAND. Les J/3. 
Gabriel Francois Périer 

Mademoiselle Bravard 
jacqueline Porel 
Monsieur Lamy Larquey 
Barbarin Lajarrige 
Le Proviseur Marcel Vallée 
Legros Dominique Nohain 
Lavalley Maurice Sarfati 
Paturel Eddie Rasimi 
Ledent Hirlemann 
Chaminet Numes Fils 


Production by Max de Rieux. Lon- 
don International —TW91096-7 (two 
12 in., 79s. 3d.). 

As I do not believe that this is the place 
for sustained dramatic criticism I shall 
content myself by saying that this is an 
admirable and sympathetic comedy about 
the young French of the post-war settling- 
down. The title describes a ration card 
issued to adolescents—hence to-day the sub- 
title “‘ La Nouvelle Ecole ”—* the up-and- 
coming ones’’—would really be more 
intelligible. The performance is excellent, 
quite up to B.B.C. standards of straight 
naturalism, with Francois Périer getting it 
across splendidly. The highly intelligent 
sleeve-note mentions Young Woodley and The 
Browning Version as our examples of the kind 
of story and the manner respectively. I would 
add another—The Orchard Walls, which we 
recently saw in London. But perhaps one 
need not force any parallels between a play 
which pleased Paris and ones which pleased 
us. Naturally, I would rather have a play 
which we both knew: a classic. But that 
does not affect my respect for this perfectly 
competent boulevard comedy. For those 
learning French who fear that much 
Moliére has rendered their vocabulary 
desuete, this modern, calmly spoken prose 
will act as a corrective. The recording is 
smooth, the balance good. In any case, once 
through, those who follow spoken French 
will find something here to enjoy much 
like a B.B.C. Home Service Saturday Night 
Theatre. More than once? Cela (that) 
dépend (depends), mon vieux (my old). 

P.H.-W. 
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THOMAS. In my craft and sullen art ; 
The force that through the green 
fuse drives the flower; A Winter’s 
Tale; The Ballad of the Long- 
Legged Bait ; Fernhill ; The Hunch- 
back in the Park; Deaths and 
Entrances; Before I knocked; I 
see the boys of summer; Lament; 
Lie still, sleep becalmed; Do not 
go gentle, into that good night; 
Poem in October; And death shall 
have no dominion. Read _ by 
Richard Burton. Argo RG43 (12 in., 


398. 74d.). 


This fine selection of Dylan Thomas’s 
poems makes the strongest possible argu- 
ment for regarding him—as all but hopeless 
philistines and an occasional fellow poet 
regard him—as one of the out and out 
geniuses of poetry. Reading modern 
poetry to oneself is often (I agree) difficult ; 
all the more reason to snatch up such 
occasions as come your way for listening 
to it read aloud to you. I defy anyone to 
listen to such poems as Fernhill, The Hunch- 
back in the Park, Do not go gentle, into that good 
night or Death shall have no dominion and not 
to recognise the self-same voice once heard 
in far off times by emperor and clown. 
This is wonderful poetry—no possible 
doubt of it. If you have doubts, get hold 
of the sleeve-note and read Dr. Edith 
Sitwell’s tribute, which is almost worth 
the price of the record (unpriceable, really). 
Richard Burton reads with belief; in the 
rhapsodical poems the slight Welsh intona- 
tion and afflatus seem extraordinarily right 
for this particular music. I was greatly 
moved by some of the recital. Perhaps 
there is not enough lyrical light and shade 
in the more Blake-like simplicities of some 
of the shorter lyrics. Opinions may differ 
but lack of the right feeling or sense or 
rhythmic response will not be among 
complaints—if any. 

I wish I could say kind things about the 
actual recording. I know Mr. Burton’s 
voice well from the stage, and whatever 
we missed in his performances, it has never 
been syllables or vaguely unvoiced ter- 
minations to words. Yet here one some- 
times, in one of the poems one did not 
know by heart, had to run to the Collected 
Poems to find out whether the word is 
“knees ” or “‘ means’. The last word of 
“I sang in my chains like the sea’? we 
know too well to miss. But would a person 
hearing that wonderful line for the first 
time get it? Mr. Burton, not wishing to 
splurge on it, touches—just touches it. The 
recording only picks up half, so to speak. 
Sometimes the level shifts so much that it 
is like answering two different telephones ; 
at other times the reader seems face up 
against the wall. Unless the volume was 
right up I couldn’t hear the opening 
words of “ Lie still”. I also found the 


surface heavy. I know these reactions to 
recording are personal—even peculiar. Do 
not let them weigh with you too much 
against the chance to capture—or initiate 
yourself into—a moving experience. 
P.H.-W. 
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CLASSICAL REISSUES 


Vocal 


Two of these are very attractive. 
Columbia SED5526 collects four of Kathleen 
Ferrier’s earliest recordings: the arias from 
Handel’s Ottone, arranged by Somervell as 
English songs, “‘ Spring is coming” and 
** Come to me soothing sleep”; and the 
Mendelssohn duets sung with Isobel Baillie, 
** Greeting ” and “ I would that my love ”’. 
Gerald Moore is the accompanist. The 
Handel airs (still available on SP as 
DX1194) made up Miss Ferrier’s second 
record (the first being of two anthems by 
Maurice Greene). In an interesting passage 
in the biography of her sister, Miss Winifred 
Ferrier tells us that Kathleen Ferrier “‘was 
disappointed on first hearing the record, 
though she felt that it was a slight improve- 
ment on the previous effort [which had been 
rather edgily recorded]. Later, however, 
she laughed at the over-emphatic way in 
which she repeated the phrase “ Spring is 
coming ”’. “ If I’d syncopated it as well ”’, 
she said, “it would have made a happy 
little jazz number”. She proceeded to 
show how it would go when sung in 
syncopated rhythm with the appropriate 
foot tapping and movements of the arms. 


But A.R., reviewing the record in June, 
1945, spoke of “this lovely music so 
beautifully sung and accompanied. The 
balance is perfect and the recording is 
amazingly true to life’?; and to-day it 
takes on a special and poignant value. 
Could Columbia now not restore the 
Greene anthems to circulation as well, for 
even though they may do Kathleen 
Ferrier’s voice less than justice, we do not 
want to lose anything she recorded. 


The other reissue of special interest is 
Decca 71100, which contains two items 
extracted from Suzanne Danco’s recital on 
LXT2557, a very mixed bag ranging from 
Louise to Violetta. The arias here are 
Dido’s Lament from Purcell’s Dido and 
Aeneas and “ Divinités du Styx” from 
Gluck’s Alceste. ‘The Lament is the best 
available version of this piece, most touch- 
ingly and beautifully sung, with great feeling 
and a well-controlled line. Mme Danco’s 
English is nearly flawless ; just twice she 
gives herself away, when she pronounces the 
final s of “‘ shades” and “ invades” with 
a ss, not a z, sound. The Gluck too is the 
best modern version. Both arias are well 
accompanied by the Orchestre de la Suisse 
Romande under Alberto Erede. 


As Carmens go to-day, Suzanne Juyol is 
as good as one is likely to hear. Her 
Habanera, extracted from the complete 
Columbia Carmen and put on to SEL1538, 
bears comparison with any other recorded 
since the war. But the rest of the recital 
tells against the merit of the disc. Raoul 
Jobin is without a trace of elegance in the 
Flower Song, and the subsequent duet, 
**Non! tu ne m’aimes pas ”’ is as mild as 
milk and water. The Habanera is introduced 
by the chorus “‘ La cloche a sonné”’ and 
the “‘ Cigarette’ chorus, well sung and 
recorded ; but in all these excerpts André 
Cluytens, conducting, seems to have an eye 
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on the clock. What we want is what they 
have in America: Conchita Supervia’s 
Carmen recordings gathered on to a single LP. 


A chunk from the complete H.M.V. 
Rigoletto reappears on 7ER5056. Leonard 
Warren’s voice sounds well, but he gives a 
thoroughly unimaginative account of “‘Pari 
siamo”’ (see Gobbi’s splendid one, DB21227 
or 7R154, in preference). The extract 
runs on to the end of the Rigoletto/Gilda 
duet, with Erna Berger as Gilda ; for most 
of this there is a preferable alternative, ““Ah ! 
veglia, o donna’”’, sung by De Luca and 
Galli-Curci on DA1028, with the Act 2 
duet, ‘* Piangi, fanciulla ’’, as coupling. 

Two popular aspects of Gigli’s art, and 
the beauty of his voice, are commemorated 
on H.M.V. 7EB6013. One side is in 
religioso vein, with harp and celestial choir 
hovering in the golden glow: the songs are 
Ave Maria (Bach-Gounod-some unknown 
arranger), and the Agnus Dei arranged 
from Bizet’s Arlésienne music; these are 
Berlin recordings. On the other side Gigli 
sings, in unconvincing German and with 
orchestral accompaniment, Schubert’s 
Standchen and Brahms’s Wiegenlied. 


Orchestral 


Two records, both holding good perform- 
ances well recorded. On Columbia SEL1537 
Karajan offers a further sip of Lake water, 
the Waltz (Act 1, No. 2) and Scéne (Act 2, 
No. 10) from Tchaikovsky’s most popular 
ballet. On H.M.V. 7ER5057 Cantelli con- 
ducts the Final Dance from Falla’s ballet 
The Three Cornered Hat, and Ravel’s Pavane 
for a dead Infanta. The orchestra is in both 
cases the Philharmonia. 


Chamber Music 


Pierre Fournier, with noble unhurried 
style and high art, plays two arrangements 
on the medium-play disc Decca LW5196: 
Vincent D’Indy’s of a Vivaldi ’Cello 
Sonata, and Paul Bazelaire’s of three 
Couperin pieces. This is an enjoyable 
record; recording is excellent. The 
Stuttgart Chamber under Miinchinger 
accompany. 


Violin 

On Decca 71066 Ruggero Ricci plays 
Paganini’s Moto Perpetuo and La Campanella 
in Kochanski’s arrangement. These are 
simply staggering, incredible. So is almost 
everything else on the Paganini recital from 
which they come, LX T2808, and those who 
want to wonder at Ricci’s account of the 
**God Save the Queen” Variations will 
have to have the whole disc. Anyone who 
might deem this an extravagance will be 
well served by the little 45. The accom- 
panist is Louis Persinger. 


Piano 


A pleasant little Debussy recital, attractive 
to those who cannot afford to go in for the 
complete Gieseking issues, appears on 
Columbia SEL1540. Here Gieseking plays 
Clair de lune, and Dr Gradus ad Parnassum, 
Serenade for the Doll and The Golliwog’s Cake 
Walk from the Children’s Corner Suite. Th 


transfer is well made. A.P. 
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NIGHTS AT THE ROUND TABLE 


By W. A. 


Let me start by confessing that I have never 
attended a bull-fight and so I have listened to 
Corrida! (Brunswick LAT8075) with unusual 
and detached interest, and never have I heard 
a record with a wider difference between the 
two sides. On the first are half a dozen marches 
played by the Spanish Air Force Military 
Band conducted by Commander M. G. de 
Arriba. The music is not exciting and the band 
is badly top heavy but has lashings of percussion. 
Turn over and we are in a different world. 
Here are half a dozen pasodobles played by the 
Madrid Bullfight Band under the same 
conductor. This band is infinitely better 
balanced, percussion assumes its proper pro- 
portions and there is a wonderful sense of 
atmosphere which is assisted but not entirely 
due to the excited hum of conversation and the 
plaudits and shouts of “Ole”. The stage 
management on this side is extraordinarily 
good. Not by any means a record for everyone 
but those who like it at all are likely to like it 
immensely. There is a bad pre-echo before the 
start of the third pasodoble. 

The Band and Massed Pipers of the 
Scots Guards under Lieut.-Col. S. Rhodes 
have followed their record of three months ago 
with The Scots Guards on Parade No. 2 (Col. 
33S5X1046) and very good it is. There are 
eleven items, separately banded, and of them 
perhaps the best are “‘ The Queen’s Guard ”’ 
and “ Birdcage Walk’’ (band) and “ Hieland 
Laddie ”’ (pipes). The choice of tunes is by no 
means exclusively Scottish ; Alford’s ‘‘ H.M. 
Jollies’’ and “On the Quarter Deck”’ are 
included, for example, but I do not think anyone 
has ever played these quite as well as did the 
composer’s own Marine Band which made. 
several very fine records not long before the war. 

It is a little disconcerting to be faced with a 
record labelled Amalia Encores and not know 
why encores are called for. Amalia is a great 
singer of “‘ Fados ”’ and here she sings little else ; 
and I use the word “ great’ advisedly for she 
is one of the few artists able to project her 
personality as well as her voice through a 
microphone. Fados are not among the folk-song 
of Portugal in the strict sense but are popular 
music with a long ancestry, and according to 
Grove they are mainly heard in the streets and 
cafés of the towns rather than in the country 
districts. Most of them seem to be in melancholy 
or tragic vein but as sung here they are quite 
irresistible. A special word of praise for the 
recording, the singer seems to be actually in 
one’s own room (Col. 33CS3). 

On Nixa WLPY6707 the Deutschmeister 
Band conducted by Julius Hermann, play a 
selection of Galops, Polkas and Potpourris. The 
conductor is less temperamental in his inter- 
pretations than was the case in at least one 
previous record, and I like him all the better 
for it. The music is of average interest only, 
perhaps the best being one of the potpourris 
which is reminiscent of some of the Hungarian 
Rhapsodies by Liszt and others. 

After their recent Sousa marches the 
Grenadier Guards Band under Major 
Harris now give us four of the Famous Marches 
of France (Decca DFE6291). They are “‘Sambre 
et Meuse’’, “* Le Pére de la Victoire’’, ‘‘ Marche 
Lorraine’? and “‘ Le Réve Passe’’, and each 
in some indescribable way is unmistakably 
French. They are played with fine élan and a 
brightness which suits them to perfection. 

Rawicz and Landauer are less inclined to 
pull the rhythm of Wine, Women and Song and 
_ Voteces of Spring about on Decca DFE6301 than 
has been the case in their performances of some 





CHISLETT 


of the Strauss waltzes, but I should like even 
less exaggerated rubato. The piano tone is 
excellent. 

The movement known as “ The Festival of 
Male Voice Praise’? has assumed in recent 
years proportions which the instigators could 
never have dreamed possible when it was 
founded twenty-one years ago. Singers from 
small choirs all over Scotland come together for 
festival occasions, and visit London once a year. 
A massed choir of 200 voices under James 
McRoberts has made an admirable EP disc 
called Hymns of Praise and which includes “‘ O 
Love, that will not let me go ’’, “‘ All that thrills 
my soul is Jesus’, “‘ Worthy the Lamb” and 
“Eternal Father strong to save” (Parlo. 
GEP8550). To hear such fine straightforward 
singing is a great joy. 

Gigli may have retired from the stage and 
concert platform but he is very far from 
finished. His voice sounds remarkably fresh 
and young in Dolce Crepuscolo and Cavxzone a 
Stornello (H.M.V. DA2081). 

I am unable to greet a trio of Regal- 
Zonophone Salvation Army records as I should 
like for they are the most interesting so far 
issued in this series (MF390-2). Three sides 
contain a Prelude on three Welsh Hymn Tunes by 
Vaughan Williams, and the other three a 
Concertino for Band and Trombone by Erik Leidzen 
who conducts the International Staff Band 
w.20 play it with Maisie Ringham as the excel- 
lent soloist. In the formerthis band is massed with 
those of Cambridge Heath and Tottenham 
Citadel. My difficulty is that although I have 
three records one is duplicated and so I can 
only hear the beginning and ending of each 
piece. These records are coupled in a way 
which is very convenient for auto-playing but 
very expensive for those who only want one of 
the two items. The Prelude occupies one side 
of each disc and the Concertino the other, so 
one must buy all or none. Not having heard 
the important middle of either work I cannot 
say more than that recording and playing both 
seem to be good. 


POSTSCRIPT. Neither time nor space 
permit me to say as much about a bunch of late 
arrivals as they deserve. There is a second record 
from Amalia, containing ten more Portuguese 
songs (Col. 33CS5), and I like it even better 
than the one mentioned above because of its 
greater variety. Particularly attractive are the 
two songs ‘“‘ Trepa No Coqueiro”’ and 
** Antigamente ”’. 

From Portugal to Mexico—Carmen Prietto, 
accompanied by Bert Weedon on the guitar 
is quite fascinating in Songs from Mexico, of which 
she sings seventeen on Argo RG7o. Most of 
them are languorous love songs, but monotony 
is avoided by the interpolation of a few in livelier 
vein. I have never heard Miss Prietto in the 
flesh, though she has sung in England. She has a 
soprano voice with a touch of velvet in its 
quality and is evidently a versatile artist, having 
sung in operas by Bellini, Mozart and Verdi 
among others, and also in Benjamin Britten’s 
** Les Illuminations ’’. 

A second record of Eric Robinson’s Music 
for You series, so popular on television, makes its 
appearance and it is perfect of its kind (Argo 
RG66). Purists may object to some of the 
arrangements, but at worst I find them in- 
offensive and at best quite sparkling. There are 
ten popular favourites on this disc. 

The Grenadier Guards Band follows its 
French marches with Favourite Marches of Italy 
and Favourite Marches of Spain on Decca (EP) 
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DFE6309 (one on each side) and they are ; 
as the record mentioned above. 
Beltona, Decca and Parlophone are in dire; 
competition with Kenneth McKellar and «|| 
are 45 EPs. Each disc contains four Scottis) 
songs and as the recording is excellent in ai! 
cases the choice of material must be the deciding 
factor and this is purely individual. The 
numbers are Beltona SEP32, Decca DFE6274 
and Parlo. GEP8547. As I said a few months 
ago, gone are the days when one knew from a 
singer’s name what the record label would be. 
Finally I have three 78s. Two of them 
(H.M.V. B1o936-7) were made at the White 
City Searchlight Tattoo earlier this year and 
the proceeds of sale are to go to SSAFA. Record- 
ing is good for an outside event, although the 
indescribable hum of a huge crowd distracts 
as well as gives atmosphere, and there is 
much cheering, clapping and laughter. What 
is happening when the 751st U.S.A. Air 
Force Band is playing I don’t know, but the 
crowd is vastly amused. Lastly, Father Sydney 
cEwan is in excellent voice in Kelly, the 
Boy from Killann (which I mentioned in 45 EP 
form last month) and Galway Bay (Philips 
BB2007). 
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New E.M.I. LP Catalogue 


Further to the issue of the two basic E.M.I. 
Group Catalogues, H.M.V. (3s.), Columbia, 
Parlophone and M.G.M. (4s.), which listed all 
LPs, 45s and 78s available on the respective 
trademarks as at June goth, 1955, a new 
“Long Playing Catalogue, 1955/56” has just 
been issued. 

Priced at 5s. it combines the issues of 33} 
discs only on the H.M.V., Columbia, Parlo- 
phone and M.G.M. trademarks up to June, 
1955- This is a de-luxe edition with separate 
indexes to titles, classical artists, popular 
artists, Composers, operas, masses and oratorio, 
etc., ballet and plays. In addition there are 
photographs of many of the artists, together 
with brief biographical details. 





E.M.I. Line-by-line Libretti 


The following additions have now been made 
to the thirty-odd line-by-line libretti already 
published by E.M.I. to accompany their various 
recordings of complete operas. BERLIOZ—La 
Damnation de Faust (French/English, 3s. od.). 
BIZET—Les Pécheurs de Perles (French/ 
English, 4s. 6d.). LEONCAVALLO—/ 
Pagliacci (Italian/English, 3s. od.). MOZART 
—Die Zauberfléte (German/English, 4s. 6d.), Cosi 
fan tutte (Italian/English, ¢s. od.). ROSSINI— 
L’Italiana in Algeri (Italian/English, 4s. 6d.). 
VERDI—Un Ballo in Maschera (Italian/English, 
4s. €d.). WAGNER—Dzie Walkiire (German 
English, 6s. od.). 


“The Browserie ” 


It is an undisputed fact that much of the 
pleasure derived from purchasing a book is to be 
obtained from the initial browsing. Now, at the 
‘** His Master’s Voice’? Showrooms in Oxford 


' Street a similar service is being offered to record 


buyers. 

Some 5,000 square feet have been turned into 
a most attractive Self-Service department with 
unique facilities for hearing any desired record 
prior to purchase. For convenience the depart- 
ment has been divided into fourteen sections 
such as Vocal Pops, Continental Cabaret, 
Scottish, Opera and Classical Vocal, Chamber 
Music, etc., where records may be selected at 
will from “ browser boxes”? and played as 
required. Expert staff are also in attendance 
for advice and help in choosing and identifying 
record numbers and titles. 
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We are constantly surprised (but justifiably 
proud) at the amazing volume of testimony 
we receive about our High Fidelity range. 
Every day letters arrive from all parts of the 
world, praising the performance of our 
products in no uncertain terms. 


When we decided to re-enter the ever- 
growing Hi-Fi market—having originated 
the Concentric Duplex loudspeaker in 1935 
—we knew that we should be selling to a 
very critical public, and that only the best 
would satisfy them. Yet, at the same time, 
we realised that price would be a considera- 
tion with most people. How successful we 
have been in producing true Hi-Fi repro- 
duction at realistic cost can be judged by 
our daily increasing post-bag. 


To users all over the world, we say 
“Thank you” : you have proved beyond all 
dispute that the experts who spoke so 
flatteringly of our products when they were 
first launched, were voicing the feelings of 
High Fidelity enthusiasts everywhere. 





Descriptive leaflets sent on request. Ask 
your usual dealer to demonstrate, or 
see and hear all Stentorian products at 
our London office (109 Kingsway, W.C.2), 
any Saturday from 9 a.m. to noon. 





Ready to 
assemble 
Cabinets from 
£5.10.0. 

Bass Reflex 
Corner Console 
Price £11.11.0. 
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The New W.B.12 
High Fidelity 
Amplifler 

Price £25. 


Stentorian 
Cambric Cone 
High Fidelity Units. 
The famous HFI0/2 
at £4.19.9 
Others from 47/6. 






Tweeter Units 
£4.4.0. & £12.12.0. 








Hi-Fi REPRODUCER CONSOLE 
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%; 
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This very handsome cabinet 
meets a _ long-felt need; it 
accommodates practically any 
make of tape deck or record 
player, amplifier, pre-amplifier 
control unit and radio tuner. 
There is also ample tape or 
record storage space (approx. 
125 records). Motor board and 
front panel are easily cut to take 
various units. Self-supporting 
lid. Overall measurements 
(approx.) 33” x 20” x 16’. 
Price £12.12.0. 


| 
| 


ASANO GOSS 








WHITELEY ELECTRICAL RADIO CO. LTD - MANSFIELD - NOTTS 
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Whether you require a 7ape Recorder 
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, < : 7 SIMON SP/2 (left) 75 gns. 


This versatile recorder is noted in the 
High Fidelity field for its faultless 
performance and appearance. Years of 
specialist experience have produced this 
superb equipment with such features 
as—Ten inch Loudspeaker—Ten watts 
output—Frequency response 50-12,000 
c.p.s. plus or minus 3 db—Independent 
Bass and Treble. In attractive rexine 
covered cabinet. Also available in a 
walnut veneered cabinet at 79 gns. 





FERROGRAPH 2A (right) 76 gns. 


Restyled version of the well-known Ferrograph in which every 
attempt has been made to match it’s appearance to it’s technical 
excellence. 


Many new features, the result of discerning and professional users 
comments are; Synchronous Capstan Motor—Fading facility— 
Provision for Endless Loop Cassette attachment—Redesigned Monitor 
meter—Auxiliary Power supply Socket—Provision for Large Reels. 
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or a Jape Reproducer 





SPECTONE HOME STEREOPHONIC 
MAGNETIC REPRODUCER (left) Price 200 gns. 


The greatest advance yet made in the faithful reproduction 
of music. Binaural reproduction; the feature of this 
reproducer, gives an exact copy of the sound existing in the 
listeners ears under “ live ” conditions. The stereophonic 
effect minimises some of the well known difficulties of 
monaural recordings. ‘* Boominess ”” or excess reverbera- 
tion at low frequencies becomes relatively unimportant. 


DUUDUUADUDUAADTU EET OT ETT 





SPECTONE MAGNETIC 
REPRODUCER (right) £85 
(without Power Amplifier £58) 

Developed specifically to reproduce as faith- 
fully as possible the tape records now available. 
Based on the Mullard 5-10 amplifier, the max. 
output of 15 watts enables full advantage to be 
taken of the wide dynamic range of the tape 
records. The tape head is designed solely 
for reproduction—this enables the full 
frequency range available from tape records 
to be fed to the equalising pre-amplifier. 
Available in walnut finished cabinet with or 
without power amplifier. 





Recording Tape and Accessories 


Emitape Type 88 600’ ............. 21/- Empty Spools i deevseseves 4) 
fe 35/- 5/6 
Empty Spools (ene 4/6 a aciinntbens 6/6 
-” stem 5/6 Scotch Boy aT <seeeeseses 21/- 
UUUUELTU LUTTE | BASE (LGs) ~~ vn 8/9 eee 35/- 
iy § eenseseduese 34/- Empty Spools qa 3/6 
a § ‘eeaginnaseniin 40/- , anmnem 4/3 
A 55/- BIB Splicer  «-_—-_——____vecceseceeee 18/6 


We carry a full range of the EMI Tape Records including the new Stereosonic Recordings. Send 


You can hear them and see them at 


stamped addressed envelope for lists 
This fine equipment is always on demonstration 


together with other high fidelity equipment by id cegicreart 


Pamphonic, Rogers, Armstrong, Goodmans, 2022 High Street . Southall . Middlesex 
Leak, Quad II, Tannoy, etc. Tel.: SOUthall 3828 (Opposite Town Hall) : Buses 83, 105, 120,607 : Western Region trains 
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NEW 


SPEAKER by 


Whartedale 


FLUX DENSITY - - - 
TOTAL FLUX - - - = 
SPEECH COIL 
5 watts input 





10,000 lines 
39,500 lines 
- 2-3 ohms or 12-15 ohms 

Dust-proof assembly 


10” BRONZE/CSB 


INCLUDING PURCHASE TAX 


ee eee eee hibbibbiiidiiiciiiie 








The new addition to the WHARFEDALE range brings high quality 
reproduction within the reach of most pockets. The cloth suspension 
and cone with bakelised apex give wide range smooth response, with 
a fundamental resonance between 30 and 38 cycles. Each speaker 
individually tested and calibrated. 


The 10-in. BRONZE/CSB is suitable for use in the Golden Corner 
Panel and other reflex enclosures. 


This unit is hand-made by experts to the same high standards as the 
more expensive Wharfedale CS speakers. 


Whartedale WIRELESS WORKS LTD. 


IDLE - BRADFORD YORKS : Idle 1235-6 Telegrams: Wharfdel, Idle, Bradford 





SOUND READING 


SOUND REPRODUCTION by G. A. 
Briggs. Third edition, second impression, 
368 pages, 315 illustrations. Chapters on 
Resonances, Cabinets, Room acoustics, 
Response curves with oscillograms, 
Crossover networks, Recording systems, 
Records, Pickups, etc. Total sales exceed 
35,000. 17/6 (18/6 post free). 


LOUDSPEAKERS. The Why and How 
Good Reproduction by G. A. Briggs, new 4th 
edition 92 pages. 45 illustrations. Standard 
reference work on loudspeakers. Detailed 
information, easy-to-follow diagrams, descrip- 
tion of Electrostatic speaker and demonstra- 
tion in Royal Festival Hall. Total sales exceed 
40,000. 7/6 (7/9 post free). 


PIANOS, PIANISTS AND 


_SONICS by G. A. Briggs. 


Invaluable to students, teachers, 
etc. Chapters on: History, 
Construction, Harmonic Analysis, 
Room Acoustics, Touch, Tone 
and Tuning. 192 pages, 102 
illustrations. 10/6 (11/- post free.) 
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THE FINEST 
RADIOGRAM 
VALUE 
ON THE MARKET 
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COSSOR 


VHF/FM 
RADIOGRAM 








> Six-valve superhet with tuning indicator 


=> Twin-matched P.M. speakers for only 





All => VHF/FM, long, medium or short wavebands 


thi S mm) 3-speed automatic Record unit 65 gn S 


> ‘Magic Eye’ precision tuning 
4 TAX PAID 


m@> Superb walnut veneered cabinet 


CRYSTAL CLEAR — (COSSOR crear 


Please write for illustrated leaflet to:— R. 27 


A. ©. COSSOR LTD., COSSOR HOUSE, HIGHBURY GROVE, LONDON, N.5 








R. 27 
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CONTINENTAL RECORDS 


By LILIAN DUFF 


Anyone who has travelled in Provence, or 
knows it through the remarkable films associated 
with Marcel Pagnol, will be interested in a 
long-playing record (London International 
WBog1126), “ Soleil du Midi’’. I’m not sure 
whether the collection would bear much 
repetition, but the jokes—some of them as 
broad as the accent—are funny enough at first 
hearing, and the artistes include those popular 
Provencals, Fernandel, Fernand Sardou, 
Jackie Rollin and Rellys. 

Quite the best thing in it is Fernandel’s 
recitation of L’ Accent, by Miguel Zamacois. 
English provincials are often a little self- 
conscious akout their speech. L’ Accent teaches 
that a regional accent should be accepted 
proudly: as long as you retain it, says the poet, 
you are carrying a little of your own land with 
you. Sardou and Rollin exchange jokes and 
backchat on the same theme: if Provencals 
have a reputation for talking non-stop that’s 
not because they have anything to say—they 
are just practising their accent. The same pair 
sng Sous le Soleil in rather the style of Pils and 
Tabet, and tell a typical story illustrating the 
cuckolded Provencal’s practical attitude to the 
f-llow who’s helping to support his wife. This 
bit of nonsense, and indeed the whole record, 
brought back memories of Raimu. It’s fitting 
that there should be an impression of the great 
man—not particularly good but enough to 
remind one sadly that never again shall we fall 
under the spell of that smooth, guileful face and 
the voice like distilled bouillabaisse. 

‘ If I had no ties, and no reference to futurity, 


I would spend my life in driving briskly in a 
post-chaise with a pretty woman ”’, Dr. Johnson 
once confessed. Notre Tour de France (H.M.V. 
JOF111) has less hope of futurity than the 
doctor, but expresses the same ambition. The 
singer, Luis Mariano, proposes a tour of the 
Chateau Country, the vineyards of Burgundy 
and the ramparts of Carcassonne—enough to 
start me, if not the lady, turning over old 
motoring maps in anticipation of the Spring. 

Denise Benoit is not one of my favourite 
singers, but in Montmartre 1900 (London- 
Ducretet-Thomson Dg93055) she puts over some 
of the hits of half a century ago skilfully enough, 
including Yvette Guilbert’s Madame Arthur and 
Le Fiacre. 1 must confess I prefer Sablon’s 
rendering of Le Fiacre to Mlle Benoit’s or 
(though some will think this heresy) even 
Guilbert’s, and Yves Montand has sung Rue 
Saint Vincent and Le Doux Caboulot more effect- 
ively. Other songs include Sous les Ponts de Paris 
(as it was before Eartha Kitt got at it), La 
Chanteuse et le Conferencier and La P’ tite Lilt. 

Je Me Sens si Bien (Parlo DPP33) is a pleasant 
little love song, rather spoiled for me (as it was 
in the Yvette Giraud record) by a too harsh and 
obtrusive accompaniment. The artiste in this 
latest version is Lucienne Delyle. Peter 
Lescenco Sings (Col. 33CS10) will appeal to 
those with a soft spot for old Russian 
favourites. Finally, two German Christmas 
songs—Sing Dulidu (H.M.V. EG8169) and 
Kleine Lapplanderbraut on the otherside. These 
are sung by Rudi Hofstetter and both should 
go over well with the voungsters. 





MISCELLANEOUS 
AND DANCE ty “HARLEQUIN” 


45 7.p.m. numbers are given where applicable for 
E.M.I. Group titles, whilst an asterisk indicates 
availability at 45 r.p.m. on the Decca Group labels. 
45 r.p.m. numbers for the latier Group are the same 
as the 78 r.p.m. numbers with the addition of the 
prefix ee 45’. 

No less a company than The Gramophone 
Company has made a 12-inch LP of a current 
British musical, and while it is still running. 
This is welcome news. May it also be a portent. 
One day a British production may again grace 
both our most historic theatre in Drury Lane 
and our greatest stage in St. Martin’s Lane. 
After all, “‘ Salad Days ’’, “‘ The Boy Friend ” 
and “‘ The Buccaneer”’ are all big successes 
and long runners; plenty of people are 
actually paying money to see them, and this 
success is even percolating to the studios. Mr. 
Sandy Wilson, after poking gentle fun at the 
Bright Young Things of the Twenties and 
strangely emulating them as a signatory to a 
deplorable letter in the Daily Express which 
became a matter of controversy in The 
Spectator, now in ‘‘ The Buccaneer” gets a 
great deal of fun out of children’s comics, both 
ancient and modern. H.M.V. CLP1064 brings 
us the original company from the Lyric Theatre, 
Hammersmith, headed by Betty Warren and 
Eliot Makeham and introducing a variety of 
young talent, not least Mr. Wilson’s, for the 
composer is his own librettist. Indeed, here is 
a record where the words are perhaps more vital 
than the music, and that does make a change, 
doesn’t it ? ‘* The Buccaneer ”’ is the title of a 


boys’ paper of the genus “‘ Magnet’’, which 
sinister characters attempt to turn into a horror 
comic. The conflict is clearly stated in these 
lines: ‘“‘ Plenty of adventures by fellows like 
Henty: a yarn that happens out of doors, is 
better for the boys, because, it teaches some of 
Nature’s laws, but not, the lot”? and “If 
you’ve a bosom bare it, it’s commercial, if 
you’ve a dress on tear it, it’s commercial, take 
a look at Marilyn Monroe, every sweater 
someone knits her is commercial’’. A few 
more quotes may be permitted: ‘“‘ Diamonds, 
rubies, amethysts, to keep me warm about the 
wrists’, “‘ not a figure that you’ld, want to 
carve in the nude’”’, and in a song about the 
United States, “‘ where the jazz is good and 
hot, but the beer thank God is not’’, we get 
a couplet that gets right home in this column, 
““the Broadway shows we miss, where the 
music’s twice as loud as this’’. Oh yes, there 
is even a mention of Diana Dors. Apart from 
Pamela Tearle, who might have walked over 
from the Coliseum, the cast sounds English, 
and the whole performance conducted by 
William Small is recommended. There is a 
simple but well designed sleeve. 

H.M.V. is indeed doing the English theatre 
proud this month. Following their recent LP 
of “The Water Gipsies’’ come two 78s with 
the original cast. These are POP132/3, of 
which the latter is particularly recommended 
as it contains one song not included in the LP. 
This is Why Did You Call Me Lily, coupled with 
You Never Know with Men, both of which are 





327 


richly performed by Dora Bryan. On the 
other record Laurie Payne sings Clip Clop 
and Peter Graves and Pamela Clark sing 
This Is Our Secret, also done by Harry Dawson 
as a solo on Oriole CB1314. Then there are 
two 78s from ‘“‘ Romance in Candlelight ”’, 
the show that failed at the Piccadilly Theatre. 
Gramophone companies have to take a risk, 
and these are attractive records. They are 
Columbia DB3687/8 (or one EP, SEG7622) 
with Sally Ann Howes and Jacques Pils in 
Live a Little, Love a Little, Patricia Burke and 
Roger Dann in the name song, and the first 
two singers respectively in My Heart says Yes 
and Oo-la-la, Boom, Boom, Boom. This is the 
French-English social conflict and _ suitably 
frothy. Also not to be overlooked is a Decca 
record of Peggy Cochrane playing a short 
selection from “*‘ The Buccaneer ”’ on F10629*, 
not the least attractive record this month. 

The month’s cataract of rubbish and ugliness, 
bestiality and inanity is thrown in relief by the 
reappearance of two artists—Beatrice Lillie 
and Greta Keller, who each have a Decca LP 
and who each end it with the same song— The 
Party's Over Now. Miss Lillie’s record is new 
and is taken from her show “ An Evening with 
Beatrice Lillie’ recently at the Globe. Those 
who are collectors and who have acquired last 
year’s EP may find this very thin, and indeed 
with anybody else the material could hardly get 
by. But as always with this artist, whenever one 
is tempted to cast a doubt on the legend she 
does something to revive it. Decca must be 
congratulated on one small but significant detail 
of recording ; after the overture Miss Lillie is 
heard walking on. That is what I mean by 
production ; it does not cost money ; it only 
calls for a little imagination, and the company 
that pays people to think is the company that 
will win out in the competition ahead. The 
accompaniment is as in the theatre, and the 
overture introduces a snip from Snoops the Lawyer, 
which is not sung (LK4129). When I con- 
tributed to this column in the early ’thirties I 
did not appreciate Greta Keller, until she 
made one of the greatest records of all time. 
That was Lamplight, and probably she would be 
the first to say that Fred Hartley’s accompani- 
ment was a major part of this triumph. This, 
too, proved to be a landmark of “‘production’’. 
Unfortunately this song is not included in the 
selection recorded on LK4126, which comes to 
us under the title ““Remember Me’’—yes, 
indeed. The Very Thought of You, Darling, je vous 
aime beaucoup, They Can’t Take That Away from 
Me and, of course, Auf Wiederseh’n My Dear, as 
well as other well remembered successes are 
here, and once again she has a perfect accom- 
paniment played on the piano by Harry 
Jacobson. The artist’s life story is told on the 
sleeve, and whether or not it is because standards 
have fallen so disastrously, I found this a 
rewarding record. It would be revealing if any 
reader of this column who is a fan of current 
pop singers would send me an honest and private 
opinion of this performance. 

By a strange coincidence there is also a record 
this month from Fred Hartley. It would be 
wonderful if Decca would reissue (perhaps as 
an EP) his brilliant records of Pop Goes the 
Weasle, The Sailor’s Hornpipe and Turkey in the 
Straw. The B.B.C. has relayed his present 
orchestra from Australia on recordings, and 
presumably it is this which plays Adios Mexico 
and Alpine Festival on Decca F10633*. Both 
pieces are by Mr. Hartley, whose playing is as 
always immaculate, but we do need those little 
gems back in the catalogue. 


Now for three interesting orchestrals. The 
Queen’s Hall Light Orchestra, familiar on 
Columbia under Charles Williams, appears 
without a conductor on Oriole CB1296 in an 
excellent march by Jack Beaver ealled Cavalcade 
of Youth. Marches are like classical minuets in 
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that it is the trio section for which we wait— 
will it be a really juicy tune ? Mr. Beaver’s 
may not be as memorable as all that, but those 
who want a good march should enjoy it. 
Incidentally, marches are not normally sung as 
solos, but Josef Locke actually sings Blaze 
Away on Columbia DB3696, an astonishing 
performance with an accompaniment recalling 
the famous old Parlophone open-air Potsdam 
band records. This is a real curio, even if you 
have to take a dreadful ballad with it. Next, 
Ted Heath’s record of Kenny Graham’s 
Australian Suite. There are four movements, and 
as a study in various rhythms and a display of 
instrumental discipline this is quite fabulous. 
Mr. Heath has had some hard things to say 
about the indiscipline of American bands, and 
certainly the performance of this music demands 
an absolutely firm direction. You may not like 
this, but you will find it electrifying and incom- 
parable (Decca EP DFE6300). Lastly, a new 
departure in the old game of jazzing the classics. 
Ricardo Santos has gone to Bizet’s “‘ The 
Pearl Fishers *’ for a tango, which he simply 
calls Pearlfishers. It is, in fact, based on the Act 1 
aria Je crois entendre encore (Polydor BM6004). 


What are the bands doing ? Mostly depend- 
ing on old tunes, and often on traditional tunes. 
Take Ambrose for instance. He has made one 
of the best records of his career, and that is 
saying something, on M.G.M. 874. For the 
second time in recent months he has frightened 
us with a slap-dash opening and gone on to 
reveal the superb musicianship we all remember. 
Marching Through Georgia shows imagination 
and as disciplined playing as from his old 
colleague Ted Heath. Then there is Art 
Mooney, who goes back to The Girl I Left 
Behind Me (oddly attributed to Stillman- 
Williams—presumably the arrangers) (M.G.M. 
864). A delicious performance, coupled with 
by far the best version of a rollicking current hit 
called Give Me a Band and My Baby, which is just 
like old times. After playing the first number 
you should take down from your shelves the old 
Hallé record of the scherzo from Harty’s Irish 
Symphony, which is based on the tune—a 
marvellous piece of writing, which Mr. Mooney 
would, I think, approve. Art Mooney also con- 
trives an LP of old songs, played and sung 
straight. Such numbers as I’m Looking Over a 
Four Leaf Clover, Row, Row, Row, Toot Toot 
Tootsie and Heartbreaker (which has not been 
revived so often as the others) are collected 
on M.G.M. D136 under the curious title 
** Banjo Bonanza ”’, but this is not noticeably a 
banjo record, of which two are coming up now. 

The Big Ben Banjo Band collect last 
month’s two records of old favourites on 
Columbia SEG7618 (last month’s two party 
records by The Coronets are collected on to 
SEG7617), and H.M.V. present a rival called 
Billy’s Banjo Band playing a medley, with a 
surprise in a revival of The Trolley Song, on 
POP139. About half our records these days are 
of revivals of one kind and another—old tunes 
or old, and often long dead, artists. This month 
we even go right back to Leadbelly, a name 
that has inspired American research workers 
and which means to-day a great deal to a few 
people. I cannot tell you who Leadbelly was 
(that was the name by which he was known), 
and can therefore only call your attention to 
H.M.V. MH 190 (special order only), on which 
with The Golden Gate Quartet is performed 
Alabama Bound and Pick a Bale of Cotton—faint 
echoes of the origins of commercial jazz. Then 
there is a Fats Waller record on EP. “ Fats 
plays Fats”’ is the title of H.M.V. 7EG8184. 
Here is the 1943 version of his own Ain't 
Misbehavin’ and the 1937 Blue Turning Grey Over 
You: also Moppin’ and Boppin’, with some 
wonderful percussion playing and a bowed bass 
solo from Slam Stewart, and that lovely tune 
Honeysuckle Rose, of which we may have heard 
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more attractive versions, but this at least is 
played by the composer. These numbers are all 
taken, so the sleeve informs us, from two 12-inch 
78s, and are slightly edited to fit this present 
format. Also on EP is a whole side of In the Mood 
from Artie Shaw, coupled with Stardust and 
The Carioca. The sleeve of H.M.V. 7EG8140 
gives the personnels where available. 

There is an enormous EP issue this month. 
Very briefly, orchestral and band records are: 
two superb records by Stanley Black of 
“The Music of Richard Rodgers No. 1” 
(Decca DFE6310) and of “The Music of 
Irving Berlin No. 1” (DFE6293) ; George 
Melachrino in four girl’s name tunes—Liza, 
Marie, Dinah and Sally (the old Gracie Fields 
song)—called ‘‘ Choose Your Lady ’”’ (H.M.V 
7EG8141) ; two Mantovanis : “An Album 
of Christmas Music ’”’ with Charles Smart at 
the organ (Decca DFE6294)—the last piece 
here is arranged by Cecil Miller and is out- 
standing—and “‘ Song Hits from Theatreland 
No. 1’, which is taken from his LP of that 
name on DFE6302. This last is not banded. 





THE MONTH’S CHOICE 
The Buccaneer. H.M.V. CLP1064. 
Beatrice Lillie. Decca LK4129. 
Greta Keller. Decca LK4126. 
Bernard Miles. Decca F 10650. 
Bert Weedon. Parlophone R4113. 
Eddie Dexter. Capitol CL14371. 





Edmundo Ros couples recent records on 
Columbia SEG7616, Earl Bostic achieves a 
remarkable final note to a number in his 
collection on Parlophone GEP8548, a record 
that is not as ear-splitting as most of his (com- 
pare his new 78 on R4104—a real stumer), and 
Ron win has a collection on GEP8555— 
** Orchestra de Luxe’’. The music is pretty 
ordinary, but Mr. Goodwin’s record is none the 
less welcome and deserved. His 78 of The Little 
Laplander is another good example of making 
bricks without a great deal of straw (Parlo. 
R4094). Frank Chacksfield’s “The Music 
of George Gershwin No. 1 ”’ on Decca DFE6298 
comes from his LP, and Robert Farnon’s 
** Flirtation Walk No. 2’’, again from the LP, 
contains some quiet if ineffective pieces on 
DFE6295. Nelson Riddle includes his clever 
Brother Fohn (Frére Jacques) in “ Moonglow ”’ 
(an irrelevant title surely) on Capitol EAP620. 

Other band records to note are of Cyril 
Stapleton in a new When Day Is Done on 
Decca F10638* (marred by the choral effects 
that seem to be necessary these days), The 
Commanders in typical performances of J 
Want a Little Girl and Birmin’ham—jolly good 
show on Brunswick 05491*—and of Sydney 
Thompson coupling The Pavlova Gavotte with 
an excellent One-Step Selection on Parlo. 
R4108/45-MSP6194. This last is the best played 
selection of these old tunes—no mucking about ! 
A real surprise from Eddie Dexter playing The 
Verse of Stardust, which some regard as affection- 
ately as the “refrain’’, and a really lovely 
Moonlight on Capitol CL14371*. This is a 
charmer and contains what may be a harpsi- 
chord, a tuned piano or a wire brush effect—it is 
difficult to be sure in these days of instrumental 


gimmicks. Not perhaps for moderns, but a good | 


buy for those who enjoy pre-war dance music. 
The same, of course, applies to our old friend 
Sid Phillips, who never puts a foot wrong and 
who is as glorious as ever in Hard Hearted Hannah 
and Pete Kelly’s Blues on H.M.V. POP125/45- 
7M334—also with harpsichord, etc., and in 
Alabama Jubilee and a piece of his own called 
Spanish Serenade on POP135/45-7M340. If it 
would not be so monotonous Mr. Phillips would 
be a regular “choice of the month’. The 
danger of being consistently good is to be over- 
looked. Harry Roy is back, but he is not very 
distinctive and you would not know it was he in 
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A Little Boy’s Prayer, with a sentimental vo al, 
and Steam Heat, with an adolescent-baby vc: al, 
on Oriole CBi31 5- So is Joe Daniels with his 
Jazz Group in a two-sided “ Dixieland Party ” 
in the 1955 Super Rhythm-Style Series on 
Parlo. R4112. Norrie Paramor has perhaps 
the best version of the popular Autumn Lecves, 
where a soprano vocal obbligato is most 
effective on Columbia DB3697, and Hugo 
Winterhalter revives Reginald Foresythe’s 
Serenade for a Wealthy Widow on H.M.Y, 
POP141/45-7M345. This title recalls the ‘ate 
Lord Berners, but Mr. Foresythe was as 
eccentric in his titles as Rossini in old age. When 
Paul Whiteman recorded the Serenade it was 
regarded as very avant garde, and with all respect 
to Mr. Winterthalter the old record is still the 
one to keep, but new readers can try this without 
prejudice. If it is vandalism to “ jazz the 
classics’? I suppose it is no better to take a 
tune like Dizzy Fingers by Zez Confrey of 
Kitten on the Keys fame and do to it what Philip 
Green has done on Columbia DB3701. There 
is an LP of Eddie Barclay playing tunes by 
Gilbert Becaud on Felsted SDL86031—Con- 
tinental, loud and crisp. 
Obviously in the Miscellaneous field there is 
a great deal to be said for the mixed bag LP, 
and there are two good examples this month. 
“Popular Favourites No. 4” on Philips 
BBR8077 brings together Rosemary Clooney, 
Xavier Cugat, Percy Faith and others in 
their respective successes, ending with Roy 
Hamiilton’s extraordinary Unchained Melody 
with its inspirational accompaniment by O. B. 
As is appropriate M.G.M. bring a number 
of film recordings. An experiment is the 
grouping of various numbers made famous by 
a particular artist. Of these there are LPs of 
Judy Garland and Gene Kelly. “ Born to 
Sing ’’ is a showcase for Miss Garland with 
Fred Astaire and others in film successes 
(D134), while “’S Wonderful ”’ does the same 
for Mr. Kelly (D133). Neither is very interest- 
ing, but the Kelly record includes the sequence 
of urchins in J Got Rhythm from the film “ An 
American in Paris ’’, which was screened at the 
Empire Cinema during the week that saw the 
last of that theatre’s fabulous stage spectacles, 
which should never have been allowed to fold. 
Then there are no less than five 78 records from 
the sound track of a film called ‘“‘ It’s Always 
Fair Weather’’. Any record taken from a 
sound track and bearing the title March, March 
can be imagined. You will not be disappointed. 
The cast includes Dolores Gray, and her 
record of Thanks a Lot, but No Thanks and Music 
is Better than Words on M.G.M. 870 is recom- 
mended to admirers (M.G.M. 868/72). EP 
and LP versions may be expected if the history 
of ‘* Pete Kelly’s Blues ”’ is anything to go by. 
Is it really fair to customers to bring out 78s 
and an EP of Peggy Lee’s songs, and then to 
follow these with a 12-inch LP, which also 
includes Ella Fitzgerald’s songs from the 
film, also previously issued on the smaller size. 
Surely some people will want one size and some 
another, and to play fast and loose in this way 
can only create ill will and frustration. Anyway 
here are the two stars together on Bruns. 
LAT8078. This includes the wonderful Oh 
Didn’t He Ramble, though not, thank Heaven, 
** with choir’ as on the label. I see my notes 
read: ‘“* after all this is the rea] thing and does 
contain a genuine sentiment, however base ; 
current slop could neither hurt nor heal, let 
alone exalt ; Gershwin still dominates”’. So 
be it. : 
Other LPs are of Je 


Mengo and his 
Orchestra in “‘ Dance to the Music of Jerry 
Mengo ’’, a rather fierce efficient dance record 
on London Ducretet-Thomson TKL93029, 
Ruby Murray in commercial Irish songs (Col. 
3351079), Josh White in a collection on 
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